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Rhythm
An introduction to the basic element of music called rhythm, with some
definitions.

musical performance. They are often called the basic elements of music.
The main purpose of music theory is to describe various pieces of music in
terms of their similarities and differences in these elements, and music is
usually grouped into genres based on similarities in all or most elements.
It's useful, therefore, to be familiar with the terms commonly used to
describe each element. Because harmony is the most highly developed
aspect of Western music, music theory tends to focus almost exclusively on
melody and harmony. Music does not have to have harmony, however, and
some music doesn't even have melody. So perhaps the other three elements
can be considered the most basic components of music.

Music cannot happen without time. The placement of the sounds in time is
the rhythm of a piece of music. Because music must be heard over a period
of time, rhythm is one of the most basic elements of music. In some pieces
of music, the rhythm is simply a "placement in time" that cannot be
assigned a beat or meter, but most rhythm terms concern more familiar
types of music with a steady beat. See Meter for more on how such music is
organized, and Duration and Time Signature for more on how to read and
write rhythms. See Simple Rhythm Activities for easy ways to encourage
children to explore rhythm.

Rhythm Terms

e Rhythm - The term "rhythm" has more than one meaning. It can mean
the basic, repetitive pulse of the music, or a rhythmic pattern that is
repeated throughout the music (as in "feel the rhythm"). It can also
refer to the pattern in time of a single small group of notes (as in "play
this rhythm for me").

e Beat - Beat also has more than one meaning, but always refers to
music with a steady pulse. It may refer to the pulse itself (as in "play
this note on beat two of the measure"). On the beat or on the
downbeat refer to the moment when the pulse is strongest. Off the
beat is in between pulses, and the upbeat is exactly halfway between
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pulses. Beat may also refer to a specific repetitive rhythmic pattern
that maintains the pulse (as in "it has a Latin beat"). Note that once a
strong feeling of having a beat is established, it is not necessary for
something to happen on every beat; a beat can still be "felt" even if it
is not specifically heard.

Measure or bar - Beats are grouped into measures or bars. The first
beat is usually the strongest, and in most music, most of the bars have
the same number of beats. This sets up an underlying pattern in the
pulse of the music: for example, strong-weak-strong-weak-strong-
weak, or strong-weak-weak-strong-weak-weak. (See Meter.)

Rhythm Section - The rhythm section of a band is the group of
instruments that usually provide the background rhythm and chords.
The rhythm section almost always includes a percussionist (usually on
a drum set) and a bass player (usually playing a plucked string bass of
some kind). It may also include a piano and/or other keyboard players,
more percussionists, and one or more guitar players or other strummed
or plucked strings. Vocalists, wind instruments, and bowed strings are
usually not part of the rhythm section.

Syncopation - Syncopation occurs when a strong note happens either
on a weak beat or off the beat. See Syncopation.
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Simple Rhythm Activities

Lesson plans for three activities that encourage students to perform rhythms
accurately and consistently, and to be aware of the effect of rhythmic
sounds on the style of the music.

Here are three simple classroom activities that promote accuracy in two
areas (rhythms and keeping time) that are fundamental for good musical
performance: Rhythm Imitations, Karaoke Percussion, and No Karaoke
Percussion. The activities can also be used to develop awareness of the
effect of percussion and rhythm on musical styles.

Goals and Standards

e Grade Level - K-12 (adaptable for a wide range of ages and musical
experience)

e Student Prerequisites - Any student who can clap along with a steady
beat is ready for these activities. The activities will still have value for
older students with more musical experience if the rhythms are
sufficiently complex and/or a discussion of musical styles is included.

e Teacher Expertise - Teacher training in music education is not
necessary to present this activity, but the teacher should be capable of
presenting rhythms accurately and consistently. (See Rhythm and
Meter.)

e Music Standards Addressed - National Standards for Music
Education standard 2 (performing on instruments, alone and with
others, a varied repertoire of music). If the Karaoke activities include a
discussion of percussion backgrounds as an element of style, this also
addresses music standards 6 (listening to, analyzing, and describing
music) and 9 (understanding music in relation to history and culture).
If the students are reading written rhythms, standard 5 (reading and
notating music) is also addressed.

e Evaluation - For assessment, decide on a level of rhythmic complexity
that the student should be able to achieve in echoing rhythms or in
playing a consistent, independent percussion part, then assess whether
the student is succeeding at that level. If not, these activities may be
repeated throughout the school year, with gradual increases in
complexity as the students get more practice.
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e Follow-up - Help develop basic rhythmic skills in the students by
continuing to give them, throughout the school year, simple rhythm
parts to accompany music they are learning, and continuing to ask
them to echo specific rhythms, particularly rhythms that they are
learning to read or perform.

Activity 1: Rhythm Imitations
Objectives

e Time Requirements - This activity works best as a short (5-15
minute) class warm-up done often in preparation for other musical
activities (such as singing, playing instruments, or doing the activities
below).

e Objectives - The student will perform specific rhythms accurately,
either while reading them or immediately after hearing them.

Materials and Preparation

e No preparation is necessary if you want the students to copy heard
rhythms.

e If you want the students to read written rhythms, write some short
rhythmic figures, beginning with very simple rhythms and gradually
adding complexity, or find some music with rhythms of the appropriate
complexity. Any single-line music will do for this; students should be
encouraged to be capable of ignoring the melodic information, when
asked to convey only the rhythmic information in the line.

Procedure

e Clap (or play on a rhythm instrument) any short rhythm (or, for
students learning to read music, have the student read a written
rhythm).

e Have a student clap or play the same rhythm back to you, at the same
speed.

e For students who find this challenging (or if you have difficulty
deciding whether or not they echoed your rhythm correctly), keep the



rhythms short and simple. For students who do well, give them longer,
more challenging rhythms to echo.

Variations

1.

Make the rhythm a collection of claps, stomps, and other sounds.
(Keep it short unless the students are quite good at it.) Have the
student copy it using the correct sounds.

. Make the rhythm a collection of sounds on any percussion instruments

you have available. (See Percussion Fast and Cheap for suggestions.)

. Make this a game, with students taking turns imitating your rhythm

(change it often). Students have to sit down if they miss a rhythm, and
the last student standing wins.

. Let the students have their turn making up short rhythms for each other

to imitate.

. If you don't have very many students, you can make this a game in

which each student gets more and more difficult rhythms until they
miss one. Keep track of how many each student got correct before they
missed.

. If you want the students to echo the rhythms as a group rather than

individually, you will probably need to "count off" for them. Count 2
or 4 beats before you start your rhythm, and then give them exactly the
same count to start theirs.

Activity 2: Karaoke Percussion

Objectives

Time Requirements - Allow one (approximately 45-minute) class
period if it will take the students some time to learn their rhythms. If
the students can learn the rhythms very quickly, this activity can be
done as a 5-15-minute warm-up before other music activities, or as an
active break between desk-work sessions.

Objectives - The student will perform a rhythmic ostinato (suitable to
the student's age and musical experience) as an accompaniment to a
recording, keeping an accurate rhythm and beat.
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Materials and Preparation

e Be prepared for a noisy activity.

e Have percussion instruments ready for the class to use or have the
class make their own instruments ahead of time. (See Percussion Fast
and Cheap.) Don't forget the possibilities of "found percussion" (pots,
lids, spoons, pencils, books, etc.) and "body percussion" (claps, slaps,
finger snaps, stomps, etc.).

e Select music that you will be adding karaoke percussion to. Cheerful,
fast-tempo music that your students enjoy is best. If you are going to
include a discussion of percussion as an element of style, make sure
you include music from a variety of styles (for example, various kinds
of pop, rock, jazz, and world music). Have your tape or CD player
ready, and have tapes ready at the correct spot or know CD track
numbers.

e Unless you will have the students invent the rhythms to be played, you
may want to decide on them ahead of time. Use rhythms of appropriate
complexity: for beginners, this may be simply playing on the beat,
playing off the beat (harder!), playing only on alternate beats or only
on the first or last beat of a measure; experienced students will want
something more complex and interesting.

Procedure

e Usually you add the vocal parts when doing karaoke, but in this
activity, the class is going to add percussion parts. For very young
children, this will probably mean simply adding noise. That is fine,
although you can encourage them to add the noise on the beat or only
during certain phrases in the music.

e Encourage older students to add a particular repetitive rhythm to the
music. Beginners may all need to be on the same rhythm. More
musically experienced students may each be given a different rhythm.

e Have the students listen to the song first. Have them clap along, so that
they feel the basic beat of the music. Children with some musical
experience may be able to identify rhythms that are already being
emphasized in the music. Encourage older, musically experienced
students to come up with a steady, patterned rhythm that fits the music.
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For other students, teach them the rhythms that you have decided on,
by letting them play each rhythm with you.

* As much as possible, students should play different, complementary
rhythms, instead of all playing the same rhythm. This activity is most
fun for small groups, with each student having a different instrument
and rhythm so that everybody is contributing a unique sound. Break a
larger class into small groups of students learning (or agreeing on and
practicing) the same rhythm on the same type of instrument. If
possible, break the class into smaller performing groups (with one
student from each rhythm group) once the rhythms are learned, and
allow the groups to perform for each other, giving each student a
chance to play their rhythm independently.

e Let the students experiment and settle on their rhythms with the music
playing, then have a "performance"” with everybody doing their chosen
rhythms. This is even more effective if students enter one at a time
(you can point to a student when it is her turn to enter) and then
steadily continue their chosen rhythm as more students enter.

e Students with some musical sophistication will enjoy the challenge of
adding percussion in a "stylistically appropriate" way. Work with the
students to come up with "percussion tracks" for several pieces in very
different styles. Discuss differences in choice of instruments and in
rhythms for the different styles.

Activity 3: No Karaoke Percussion

e Time Requirements - If it will take some time to teach all the students
their parts, allow one (approximately 45-minute) class period. If the
students will learn and perform their rhythms quickly, use this as a 5-
15-minute class warm-up before other music activities, or as an active
break between desk-work sessions.

e Objectives - The student will perform a rhythmic ostinato that
complements other rhythmic ostinatos being performed
simultaneously, keeping accurate rhythm and a steady beat.

e Extension - Musically experienced students who succeed at this
activity can be asked to provide both percussion and vocal parts for a
song, with no recorded support. (You may want to provide piano or
other accompaniment.) Have the students decide on a variety of



rhythmic ostinatos to accompany a song that they know well. Have
them sing and play the rhythm parts at the same time.

Materials and Preparation

 [f your students have a strong sense of rhythm, they can do this no-
background-music version of the activity.

e Provide each student with a percussion instrument, or let them decide
on their own "found" or "body" percussion.

e Decide whether you will provide and teach the rhythms, or let the
students come up with their own, or use the same rhythms they have
been playing in the previous activity.

Procedure

e Designate one student with a fairly loud instrument as the beat keeper.
This student establishes the beat and plays steadily on the beat during
the entire session.

e Other students enter one at a time, steadily playing their rhythms, to
produce a complex rhythmic ostinato. If they do this well, the result
should sound like the background rhythm track to a pop, rock, or Latin
tune.

e Once all students have been playing for some time, the beat keeper can
end the session. Or, for more of a challenge, the beat keeper can name
a student, who must then play a different rhythm.

e For students ready for a challenge, teach them, or ask them to come up
with, several very different "percussion tracks" (using different
instruments and different rhythms and meters). After playing each
ostinato for some time, ask the students what style or genre of music it
might be used for. Can they identify the elements (instruments? a
particular rhythm? meter?) that most strongly suggests that style or
genre?

Other Rhythm Activities Available

You can find other activities that explore various aspects of rhythm in
Music Conducting; Classroom Activities, A Tempo Activity, Musical Meter
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Activities, Talking Drums, and Message Drums. For more about reading
rhythms, see Duration: Note Length, Duration: Rest [.engths and Time
Signature.
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Meter in Music

The meter of a piece of music is the repetitive arrangement of strong and
weak pulses in the rhythm. Young children can be encouraged to recognize
and classify meters even before they learn about time signatures and
reading music.

What is Meter?

The meter of a piece of music is the arrangment of its rhythms in a
repetitive pattern of strong and weak beats. This does not necessarily mean
that the rhythms themselves are repetitive, but they do strongly suggest a
repeated pattern of pulses. It is on these pulses, the beat of the music, that
you tap your foot, clap your hands, dance, etc.

Some music does not have a meter. Ancient music, such as Gregorian
chants; new music, such as some experimental twentieth-century art music;
and Non-Western music, such as some native American flute music, may
not have a strong, repetitive pattern of beats. Other types of music, such as
traditional Western African drumming, may have very complex meters that
can be difficult for the beginner to identify.

But most Western music has simple, repetitive patterns of beats. This makes
meter a very useful way to organize the music. Common notation, for
example, divides the written music into small groups of beats called
measures, or bars. The lines dividing each measure from the next help the
musician reading the music to keep track of the rhythms. A piece (or
section of the piece) is assigned a time signature that tells the performer
how many beats to expect in each measure, and what type of note should
get one beat. (For more on reading time signatures, please see Time
Signature.)

Conducting also depends on the meter of the piece; conductors use different
conducting patterns for the different meters. These patterns emphasize the
differences between the stronger and weaker beats to help the performers
keep track of where they are in the music.
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But the conducting patterns depend only on the pattern of strong and weak
beats. In other words, they only depend on "how many beats there are in a
measure"”, not "what type of note gets a beat". So even though the time
signature is often called the "meter" of a piece, one can talk about meter
without worrying about the time signature or even being able to read music.
(Teachers, note that this means that children can be introduced to the
concept of meter long before they are reading music. See Meter Activities
for some suggestions.)

Classifying Meters

Meters can be classified by counting the number of beats from one strong
beat to the next. For example, if the meter of the music feels like "strong-
weak-strong-weak", it is in duple meter. "strong-weak-weak-strong-weak-
weak" is triple meter, and "strong-weak-weak-weak" is quadruple. (Most
people don't bother classifying the more unusual meters, such as those with
five beats in a measure.)

Meters can also be classified as either simple or compound. In a simple
meter, each beat is basically divided into halves. In compound meters, each
beat is divided into thirds.

A borrowed division occurs whenever the basic meter of a piece is
interrupted by some beats that sound like they are "borrowed" from a
different meter. One of the most common examples of this is the use of
triplets to add some compound meter to a piece that is mostly in a simple
meter. (See Dots, Ties, and Borrowed Divisions to see what borrowed
divisions look like in common notation.)

Recognizing Meters

To learn to recognize meter, remember that (in most Western music) the
beats and the subdivisions of beats are all equal and even. So you are
basically listening for a running, even pulse underlying the rhythms of the
music. For example, if it makes sense to count along with the music "ONE-
and-Two-and-ONE-and-Two-and" (with all the syllables very evenly
spaced) then you probably have a simple duple meter. But if it's more
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comfortable to count "ONE-and-a-Two-and-a-ONE-and-a-Two-and-a", it's
probably compound duple meter. (Make sure numbers always come on a
pulse, and "one" always on the strongest pulse.)

This may take some practice if you're not used to it, but it can be useful
practice for anyone who is learning about music. To help you get started,
the figure below sums up the most-used meters. To help give you an idea of
what each meter should feel like, here are some animations (with sound) of
duple simple, duple compound, triple simple, triple compound, quadruple
simple, and quadruple compound meters. You may also want to listen to
some examples of music that is in simple du duple simple tri triple, simple

Meters

Meter Count Exzample Time Signature
2
Duple Simple 4
3
Triple Simple 4
4
Ouadruple Simple & & 4
B
Duple Compounid & a & a 8
9
Triple Compound & a = & a 3 & a 8
12
Quadruple Compound & a [ & a @ & a l & a 8

Remember that meter is not the same as time
signature; the time signatures given here are just
examples. For example, 2/2 and 2/8 are also simple
duple meters.
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Musical Meter Activities
Lesson plans for four activities that encourage students to hear meter and
move to meter in music, and to relate heard meter to notated time signature.

Introduction

Children do not have to learn to read music in order to recognize meter. In
fact, a child who is already comfortable with the concept (and feel) of meter
may have less trouble learning to read music, follow a conductor, and
understand written notes and time signatures. For definitions and other
information on meter, please see Meter in Music. The activities below
include Listen for Meter, Sing with Meter, Dance with Meter, and
Recognize Meter in Time Signature

Goals and Assessment

* Goals - The student will recognize specific meters in aural examples
of music, and will demonstrate meter actively by appropriate clapping,
vocalization, and/or movement, or by identifying a likely time
signature.

e Music Standards Addressed - National Standards for Music
Education standard 6 (listening to, analyzing, and describing music),
and (for Recognize Meter in Time Signature only) 5 (reading and
notating music).

e Other Subjects Addressed - The activity also addresses National
Dance Standards standard 1 (identifying and demonstrating movement
elements and skills in performing dance), 2 (understanding the
choreographic principles, processes, and structures)

Listen for Meter
Objectives and Assessment

e Grade Level - preK (if developmentally ready) - 12

e Student Prerequisites - Students should be able to accurately identify
and clap along with the beat of a piece of music.

o Teacher Expertise - The teacher should be familiar and comfortable
with the terms and concepts regarding meter, and should be able to
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accurately and easily identify heard meter.

e Time Requirements - If you have many different musical examples,
and will also be exploring simple and compound meters, this activity
may take one (approximately 45-minute) class period. It may also be
done as a short (5-15-minute) warm-up to other music activities or as a
break from desk work.

e Objectives - Given an aural example of music, the student will clap to
the beat, distinguish weak from strong beats, and clap only on strong
beats. The student will identify the meter of the music by determining
the number of weak beats for every strong beat.

o Extensions - Advanced students may be asked to distinguish heard
beat subdivisions by vocalizing with them, and to identify whether the
meter is simple or compound. For students who are learning to read
music, see Recognize Meter in Time Signatures.

e Evaluation - During the activity, assess whether each student can do
the following independently (without waiting to imitate the teacher or
other students), along with others, in direct imitation of others, or not
at all: clap on the beat, clap only on the strong beats, count the number
of weak beats for each strong beat, vocalize with the beat subdivisions,
and name the meter. If students are not at the level you would like,
repeat the activity occasionally throughout the year.

e Follow-up - Help commit these lessons to long-term memory, by
continuing throughout the year to ask students to identify the meter of
music that they are hearing or learning.

Materials and Preparation

e You will need some tapes or CDs of songs the students will enjoy, with
a good mix of different meters. Choose songs with strong beats and
simple tunes, songs in which the meter is very obvious to you. You
may want to choose one or two tricky examples to save for the end if
the students are doing well.

e You will need an audio player to play the songs for the class. Have the
tapes ready to play at your chosen selection, or know the CD track
numbers.

Procedure



1. First, explain duple, triple, and quadruple meters (see Meter in Music).

2. Have the children listen to a song. Encourage them at first to tap their
toes on all of the beats. Then ask them to clap only on the strong beats
and/or to count 1-2-1-2-, or 1-2-3-1-2-3- or 1-2-3-4-

3. Ask them to decide as a group, based on their clapping or counting, the
meter of the song. Don't be surprised if they can't agree on whether a
piece is duple or quadruple; these are sometimes hard to distinguish. In
fact, two trained musicians may disagree as to whether a piece "feels"
as if itisin 2 or 4.

4. If they do well with the above steps on several songs, explain the
difference between simple and compound meters. (See Meter in
Music. You may want to copy the figure in that lesson as a visual aid
for them, or have them watch and/or listen to the animations.)

5. You can use the same songs they've already heard or try new ones.
Once they've found the beat, have them try chanting along with the
music "one-and-two-and-", or "one-and-a-two-and-a-" (for duple
meters). If the music is fast, and "one-and-a" is too difficult, you can
switch to easy-to-say nonsense syllables, for example "doodle" for
simple and "doodle-uh" for compound. If you are using a particular
music method, use the syllables favored by that method.

6. Can they decide which falls more naturally with the music? Is the
meter simple or compound? Do they hear clues in the melody or the
percussion or the bass line that help them decide?

Sing with Meter
Objectives and Assessment

e Grade Level - preK (if developmentally ready) - 12

e Student Prerequisites - Students should be able to accurately identify
and clap along with the beat of a piece of music while they are singing
it.

o Teacher Expertise - The teacher should be familiar and comfortable
with the terms and concepts regarding meter, , should be able to
accurately and easily identify meter, and should be comfortable
leading the singing.



e Time Requirements - If you have plenty of songs, and will also be
exploring simple and compound meters, this activity may take one
(approximately 45-minute) class period. It may also be done as a short
(5-15-minute) warm-up to other music activities or as a break from
desk work, or you may do both Listen for Meter and "Sing with Meter"
in one class period.

e Objectives - While singing, the student will clap to the beat,
distinguish weak from strong beats, and clap only on strong beats. The
student will identify the meter of the music by determining the number
of weak beats for every strong beat.

e Extensions - Advanced students may be asked to distinguish heard
beat subdivisions by vocalizing with them, and to identify whether the
meter is simple or compound. For students who are learning to read
music, see Recognize Meter in Time Signatures.

e Evaluation - During the activity, assess whether each student can do
the following independently (without waiting to imitate the teacher or
other students), along with others, in imitation of others, or not at all:
while singing, clap on the beat, clap only on the strong beats; while
listening to others sing, count the number of weak beats for each
strong beat, vocalize with the beat subdivisions, and name the meter. If
students are not at the level you would like, repeat the activity
occasionally throughout the year.

e Follow-up - Help commit these lessons to long-term memory, by
continuing throughout the year to ask students to identify the meter of
music that they are singing.

Materials and Preparation

e You won't need any audio equipment for this one, but if you play piano
(or guitar), you may want to choose songs you can accompany.

e Again, choose songs with a variety of meters. Some students will find
singing and clapping at the same time to be more of a challenge;
choose simple songs that the children already know how to sing
confidently, with a steady, consistent beat and strong rhythm. Songs
that they are already learning in music class are an excellent choice.

Procedure



1. The procedure is similar to the "Listen for Meter" procedure. This
time, the children will tap their toes and clap while they are singing.

2. When listening for simple or compound meter, let the students take
turns; some will sing while others are counting the beats and divisions
of beats. If the melody is very simple, older students with more
musical experience may be able to sing "one-and-two-and-etc.", to the
tune, but remember that the rhythm of the song is not the same as the
meter, and the two will not always match up, even in a simple song.

Suggested Simple Songs to Sing

e "Yankee Doodle" (duple simple)

e "London Bridge" (duple simple)

e "Row, Row, Row Your Boat" (duple compound)

e "Three Blind Mice" (duple compound)

e "Did You Ever See a Lassie" (triple simple)

e "Home on the Range" (triple simple)

e "Clementine" (triple; some people give this folk song a simple meter
straight-eighth-note feel; others give it a swing, compound feel)

e "Amazing Grace" (triple; again, some people sing "straight" simple
meter; others sing "swing" compound meter)

e "Frere Jaque" (quadruple simple)

e "America the Beautiful" (quadruple simple)

e "T've Been Working on the Railroad" (quadruple; simple or compound,
depending on how you sing it)

Dance with Meter
Objectives and Assessment

e Grade Level - preK (if developmentally ready) - 12

e Student Prerequisites - Students should be able to accurately identify
and move to the beat of heard music.

o Teacher Expertise - The teacher should be familiar and comfortable
with the terms and concepts regarding meter, should be able to
accurately and easily identify heard meter, and should be comfortable
leading the choreographed movements with the beat.


https://cnx.org/content/m11888#p3e

e Time Requirements - If you have plenty of music, this activity may
take one (approximately 45-minute) class period. It may also be done
as a short (5-15-minute) warm-up to other music activities or as a
break from desk work, or you may do it with Listen for Meter or Sing
with Meter to fill one class period.

e Objectives - The student will learn a simple, repetitive choreography
that reflects the meter of the music, and perform it accurately and on
the beat.

e Extensions - Advanced students may be asked to design a set of
movements that works well with the meter.

e Evaluation - During the activity, assess whether each student is
learning the movements correctly and moving with the beat and meter.

Materials and Preparation

e Do at least one of the other meter activities above before this one, so
that the students are familiar with the concept.

e Find music with a variety of (steady) meters and tempos that the
students will enjoy moving to.

e Bring tapes or CDs of the music and an audio player to class. Have the
tapes ready to play your selections, or know the track numbers for CD
selections.

o Before the activity begins, you may want to work out at least one
sample choreography for each meter. Depending on the students'
abilities, this can be as simple as marching (left-right-left-right) to a
duple meter, or something much more involved. Reserving steps, hops,
turns, and other weight-shifting movements for strong beats is best.
Make sure you always do the same thing on the same beat: step
forward on one, back on two, for example. Kicks, foot slides and
shuffles, are fine for weaker beats. Try using claps, finger snaps, and
other things that don't involve shifting the entire body, for the "and"
and "and-a" upbeats.

Procedure

1. You may have the students decide the meter of each piece (see
activities above), or simply tell them. The point of this activity is to
"act out" the meter physically.



2. Teach the students your choreography, pointing out how it fits the

meter of the music.

. Let them "dance" to the music.

4. Try a different piece with a different meter or tempo and different
choreography.

5. As the students get the idea, encourage them to come up with motions
to be incorporated into the new choreography. You may let the students
design the entire choreography themselves, but make sure that it "fits"
the meter.

W

Recognize Meter in Time Signatures

Objectives and Assessment

e Grade Level -4 -12

e Student Prerequisites - Students should be able to accurately identify
meter in heard music, and should understand the concept of written
time signatures in common notation.

e Teacher Expertise - The teacher must be knowledgeable about basic
aspects of music reading and performance.

e Time Requirements - If you have plenty of music, this activity may
take one (approximately 45-minute) class period. It may also be done
as a short (5-15-minute) warm-up to other music activities or as a
break from desk work, or you may do it with Listen for Meter or Sing
with Meter to fill one class period.

e Objectives - The student will accurately identify the meter of a piece
of music presented aurally, and will write a time signature that would
be appropriate for the heard meter.

o Extensions - Advanced students can be given difficult examples:
pieces with unusual meter (such as 5/4), complex or subtle rhythms,
mixed meter, or borrowed meters.

e Evaluation - Assess student learning by grading written answers. For
testing purposes, choose pieces with a clear and unchanging meter, and
play or sing each selection for a reasonable length of time.

Procedure


https://cnx.org/content/m10956
https://cnx.org/content/m10880

. Identify each piece by name, or assign each a number or letter. Have
the students write down the name, number, or letter of each piece.

. Once they have identified the meter of a piece (in Listen for Meter or
Sing with Meter, or this may also be part of the written assignment),
ask them to write down, next to its name, number, or letter, a possible
time signature for it. Note that there will be several possible correct
answers, although some may be more likely than others. Can they
identify more than one possible time signature for the same meter?

. For an added level of difficulty, identify a rhythm in the piece and ask
them to write the rhythm correctly in the time signature they have
chosen.

. You may also want to ask: does the melody of each piece begin on
"one", or are there pickup notes?


https://cnx.org/content/m12717

Tempo
An introduction to the basic element of music called tempo, with some
useful terms.

The tempo of a piece of music is its speed. There are two ways to specify a
tempo. Metronome markings are absolute and specific. Other tempo
markings are verbal descriptions which are more relative and subjective.
Both types of markings usually appear above the staff, at the beginning of
the piece, and then at any spot where the tempo changes. Markings that ask
the player to deviate slightly from the main tempo, such as ritardando may
appear either above or below the staff.

Metronome Markings

Metronome markings are given in beats per minute. They can be estimated
using a clock with a second hand, but the easiest way to find them is with a
metronome, which is a tool that can give a beat-per-minute tempo as a
clicking sound or a pulse of light. [link] shows some examples of
metronome markings.

s =8B
Four four time
fquarter note gets one beat)
= 88 beats, or BB guarter notes, per minute
= =120
Cut time {two twio)
(half note gets one beat)
. 120 beats, or 120 half notes, per minute
J- =80 Six eight time
Frobably dotted quarter gets one bheat
80 dotted quarters per minute
[ {This would be the same speed as .r =240 )
‘IH: 148 Six eight time

148 eighth notes per minute
Could be conducted in a fast six (2ighth note gets one beat)
[ orin a slow two (dotted quarter gets one beat: about o =50 J



Metronomes often come with other tempo indications written on them, but
this is misleading. For example, a metronome may have allegro marked at
120 beats per minute and andante marked at 80 beats per minute. Allegro
should certainly be quite a bit faster than andante, but it may not be exactly
120 beats per minute.

Tempo Terms

A tempo marking that is a word or phrase gives you the composer's idea of
how fast the music should feel. How fast a piece of music feels depends
on several different things, including the texture and complexity of the
music, how often the beat gets divided into faster notes, and how fast the
beats themselves are (the metronome marking). Also, the same tempo
marking can mean quite different things to different composers; if a
metronome marking is not available, the performer should use a knowledge
of the music's style and genre, and musical common sense, to decide on the
proper tempo. When possible, listening to a professional play the piece can
help with tempo decisions, but it is also reasonable for different performers
to prefer slightly different tempos for the same piece.

Traditionally, tempo instructions are given in Italian.
Some Common Tempo Markings

e Grave - very slow and solemn (pronounced "GRAH-vay")
e Largo - slow and broad ("LAR-go")

e Larghetto - not quite as slow as largo ("lar-GET-oh")

e Adagio - slow ("uh-DAH-jee-oh")

e Lento - slow ("LEN-toe")

e Andante - literally "walking", a medium slow tempo ("on-DON-tay")
e Moderato - moderate, or medium ("MOD-er-AH-toe")

o Allegretto - Not as fast as allegro ("AL-luh-GRET-oh")

e Allegro - fast ("uh-LAY-grow")

e Vivo, or Vivace - lively and brisk ("VEE-voh")

e Presto - very fast ("PRESS-toe")

e Prestissimo - very, very fast ("press-TEE-see-moe")



These terms, along with a little more Italian, will help you decipher most
tempo instructions.
More useful Italian

e (un) poco - a little ("oon POH-koe")

e molto - a lot ("MOLE-toe")

e piu - more ("pew")

e meno - less ("MAY-no"

e mosso - literally "moved"; motion or movement ("MOE-so")

Exercise:

Problem:

Check to see how comfortable you are with Italian tempo markings by
translating the following.

1. un poco allegro

2. molto meno mosso
3. piu vivo

4. molto adagio

5. pOCO piu MOsSo

Solution:

1. a little fast

2. much less motion = much slower
3. more lively = faster

4. very slow

5. a little more motion = a little faster

Of course, tempo instructions don't have to be given in Italian. Much folk,
popular, and modern music, gives instructions in English or in the
composer's language. Tempo indications such as "Not too fast", "With
energy", "Calmly", or "March tempo" give a good idea of how fast the
music should feel.



Gradual Tempo Changes

If the tempo of a piece of music suddenly changes into a completely
different tempo, there will be a new tempo given, usually marked in the
same way (metronome tempo, Italian term, etc.) as the original tempo.
Gradual changes in the basic tempo are also common in music, though, and
these have their own set of terms. These terms often appear below the staff,
although writing them above the staff is also allowed. These terms can also
appear with modifiers like molto or un poco. You may notice that there are
quite a few terms for slowing down. Again, the use of these terms will vary
from one composer to the next; unless beginning and ending tempo
markings are included, the performer must simply use good musical
judgement to decide how much to slow down in a particular ritardando or
rallentando.

Gradual Tempo Changes

e accelerando - (abbreviated accel.) accelerating; getting faster

e ritardando - (abbrev. rit.) slowing down

 ritenuto - (abbrev. riten.) slower

 rallentando - (abbrev. rall.) gradually slower

e rubato - don't be too strict with the rhythm; while keeping the basic
tempo, allow the music to gently speed up and relax in ways that
emphasize the phrasing

e poco a poco - little by little; gradually

e Tempo I - ("tempo one" or "tempo primo") back to the original tempo
(this instruction usually appears above the staff)



A Tempo Activity
A lesson plan for a classroom activity that introduces the musical concept
of tempo.

An introduction to the concept of tempo, and lists of terms, can be found in
Tempo. To introduce the concept and some common tempo indications to
younger students, try the following activity.

Goals and Standards

e Goals - The student will become familiar with the most common
tempo terms and respond appropriately when asked to perform at a
specific tempo indication, or to name a tempo indication for a
performance just given or heard.

e Grade Level - The activity is designed for grades 3-8, but may be
adapted for older or younger students as appropriate.

e Student Prerequisites - Whether singing, singing with gestures,
dancing, or playing instruments, students should be able to perform the
piece(s) adequately before doing this activity. Choose pieces and
performance modes that are comfortable, so that the students can
concentrate on tempo.

o Teacher Expertise - Teacher expertise in music is not necessary to
present this activity. The teacher should be familiar and comfortable
with the terms and concepts regarding tempo, and should be
comfortable leading the performance at various tempos.

e Time Requirements - If you wish to spend an entire class period on
the activity, make certain you have enough pieces and tempos, and
include the discussion of metronomes. A short demonstration of
tempos will only take 15-20 minutes, or you can use the activity as a
very short (just one piece, one or two tempos, each time) 5-minute
warm-up to music class or active break from desk work.

e Music Standards Addressed - National Standards for Music
Education standards 1 (singing, alone and with others, a varied
repertoire of music) or 2 (performing on instruments, alone and with
others, a varied repertoire of music), and 6 (listening to, analyzing, and
describing music).

e Other Subjects Addressed - The activity also addresses National
Dance Standards standard 1 (identifying and demonstrating movement


http://musiced.nafme.org/resources/national-standards-for-music-education/
http://www.pecentral.org/lessonideas/dance/dancestandards.html

elements and skills in performing dance).

e Objectives - The students will learn the meaning of the common
tempo indications chosen by the teacher. As a group, the students will
perform at least one piece (singing, singing with gestures, dancing, or
playing instruments) at different tempos that are appropriate for the
tempo markings they are learning. Given a piece and a tempo, the
student will choose an appropriate tempo marking to describe it.

e Evaluation - Assess students on ability to maintain a steady beat at
different tempos and on knowledge of tempo terms. To test knowledge
following the activity, either ask individual students to indicate (by
clapping a beat, for example), what speed they would choose given a
certain tempo marking, or ask them to name an appropriate tempo
while they listen to a recorded piece of music.

e Follow-up - Help commit this lesson to long-term memory, by
continuing to ask, through the rest of the school year, "what tempo
term would you use to describe the song we just sang?" and similar
questions.

Materials and Preparation

e Decide which tempo indications (see Tempo) you would like the
students to learn.

e Choose a simple song, song with gestures and dance steps, or dance, or
a piece of instrumental music. (Or you may wish to choose more than
one.) Choose pieces the students already know, or teach them the
one(s) you have chosen before doing this activity.

e If you are going to discuss metronome markings, bring a metronome to
class.

 If you are going to test the students following the activity using
recordings, choose a variety of recordings.

Procedure

e Write your chosen terms and their meanings on the board, or give the
students a handout with the terms, and go over them with the students.

e Have them sing, play, or dance the chosen piece(s) at different tempos
(allegro, largo, vivo, etc.). Include variations in the tempo, such as
accelerando if you like.



e [f you are using more than one piece for this activity, try each piece at
several different tempos. You may choose a "tempo marking", or have
students take turns suggesting them. Have the students vote, or reach a
consensus on, an appropriate actual tempo for each tempo indication
suggested (with direction from you as necessary), and after trying
several, have them vote on the best tempo marking for each piece.

e Most children love to play with metronomes. If there is one available,
you may also want to discuss metronome markings. Try each chosen
piece at several different metronome markings suggested by the
students, and then ask them to choose a metronome marking for each
piece. Discuss which tempo marking (allegro, largo, vivo, andante,
etc.) they would assign that metronome marking for that piece. They
may also enjoy trying to guess at which number the metronome was
set.

Activity Extensions for Advanced Students

e Have the students learn a variety of the less common tempo terms.

e Help them explore what it means for a piece to feel fast or slow. Find
recordings of (or have the students perform) different pieces that have
the same tempo marking but noticeably different actual tempos. (Use a
metronome to determine actual tempos.) Discuss the possible reasons
for the differences. Are they cultural or historical? Are they affected by
the style or genre of the music, the rhythms or the number of notes per
beat?



Dynamics and Accents in Music
An overview of the musical terms related to the dynamics, or loudness, of
music, including accents.

Dynamics

Sounds, including music, can be barely audible, or loud enough to hurt your
ears, or anywhere in between. When they want to talk about the loudness of
a sound, scientists and engineers talk about amplitude. Musicians talk about
dynamics. The amplitude of a sound is a particular number, usually
measured in decibels, but dynamics are relative; an orchestra playing
fortissimo sounds much louder than a single violin playing fortissimo. The
exact interpretation of each dynamic marking in a piece of music depends
on:

e comparison with other dynamics in that piece

e the typical dynamic range for that instrument or ensemble
o the abilities of the performer(s)

o the traditions of the musical genre being performed

e the acoustics of the performance space

Traditionally, dynamic markings are based on Italian words, although there
is nothing wrong with simply writing things like "quietly" or "louder" in the
music. Forte means loud and piano means quiet. The instrument commonly
called the "piano" by the way, was originally called a "pianoforte" because
it could play dynamics, unlike earlier popular keyboard instruments like the
harpsichord and spinet.

Typical Dynamic Markings


https://cnx.org/content/m13246#s12
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When a composer writes a forte into a part, followed by a piano, the intent
is for the music to be loud, and then suddenly quiet. If the composer wants
the change from one dynamic level to another to be gradual, different
markings are added. A crescendo (pronounced "cresh-EN-doe") means
"gradually get louder"; a decrescendo or diminuendo means "gradually get
quieter".

Gradual Dynamic Markings
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Here are three different ways to
write the same thing: start softly
(piano), gradually get louder
(crescendo) until the music is loud
(forte), then gradually get quieter
(decrescendo or diminuendo) until
it is quiet (piano) again.

Accents

A composer may want a particular note to be louder than all the rest, or may
want the very beginning of a note to be loudest. Accents are markings that
are used to indicate these especially-strong-sounding notes. There are a few
different types of written accents (see [link]), but, like dynamics, the proper
way to perform a given accent also depends on the instrument playing it, as
well as the style and period of the music. Some accents may even be played
by making the note longer or shorter than the other notes, in addition to, or
even instead of being, louder. (See articulation for more about accents.)
Common Accents
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The exact performance of each type of accent
depends on the instrument and the style and
period of the music, but the sforzando and
fortepiano-type accents are usually louder and
longer, and more likely to be used in a long note
that starts loudly and then suddenly gets much
softer. Caret-type accents are more likely to be
used to mark shorter notes that should be
stronger than unmarked notes.


https://cnx.org/content/m11884




A Musical Dynamics Activity
A lesson plan for an activity that introduces children to the musical concept
of dynamics.

Practicing dynamics on a particular instrument requires control and
technique, but simply learning about dynamics is an invitation to make
noise, so this is a fun concept to introduce to young children. Practicing
dynamics away from one's instrument can also be useful for young players
who find it difficult to remember to play with dynamics and good tone
quality because they are still mastering rhythms and fingerings.

Goals and Standards

e Grade Level - Intended for grades 3-8; adaptable for younger or older
as appropriate.

e Student Prerequisites - Students should be able to sing, well and
comfortably, the songs chosen.

o Teacher Expertise - Teacher expertise in music is not necessary to
present this activity. The teacher should be familiar with the terms and
concepts regarding dynamics and comfortable leading the singing.

e Time Requirements - If you want to give everyone a chance to
"conduct", have a variety of several songs ready to sing, and plan to
use an entire class period. Otherwise, the discussion and activity can
be done in about twenty minutes. Once the concepts are introduced,
you may use it as a short (5-minute) warm-up to other music activities
or break from desk work.

e Goals - The student will learn standard terms for musical dynamics,
explore using dynamics, and practice singing musically and with
control at a variety of different dynamic levels.

e Objectives - The student will learn the terms used to indicate musical
dynamics and will sing familiar songs with a group, at a variety of
dynamic levels, responding first to verbal instructions from the teacher
and then to hand signals from a "conductor". Following the activity,
the student will be able to define common dynamics terms in simple
English (e.g. forte is "loud") and respond to verbal or hand signals with
appropriate dynamics.

e Music Standards Addressed - National Standards for Music
Education standards 1 (singing, alone and with others, a varied


http://musiced.nafme.org/resources/national-standards-for-music-education/

repertoire of music) and 6 (listening to, analyzing, and describing
music).

e Evaluation - Assess students on achievement of many different
dynamics while still singing with good tone, and on ability to follow
conductor's dynamic directions. Following the activity, you may test
the students, verbally or on paper, on the meaning of dynamics terms.

e Follow-up - Throughout the rest of the year, continue to ask for
appropriate dynamics, using the correct terms, whenever the students
sing or play an instrument.

e Adaptations - For students who have trouble singing, you may adapt
this activity to have them recite, speak, or make noise on simple
percussion instruments at different dynamic levels.

o Extensions - For more advanced music students, have the students
memorize a short piece on an instrument and practice responding
quickly to instructions or signals to play at different dynamic levels.
Teach the students notation for dynamics and ask them to play or sing,
individually, a simple piece with no written dynamics, adding
dynamics to make the performance more musical, interesting and
dramatic. On the written part, have them add the (properly notated)
dynamics that they are using.

Materials and Preparation

e Choose a song or songs that the students already know, or teach them
one that is easy for them. Any song will do, although one with some
dramatics that suggest dynamics may be more fun. Choose a song that
is reasonably short, or else do the verses at different dynamic levels.

e Familiarize yourself with any dynamics terms that you are planning on
introducing to the students. You may use this PDF file as a handout if
you would like to give the students a copy of the terms. (If you can't
get the PDF file, you may use the figure below.)

Procedure

1. Tell your students that music can be loud or quiet or in between.
Introduce any of the terms you wish your students to learn, or simply
continue to talk about loud, quiet, and medium.


https://cnx.org/content/m11889
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2. Sing the song together quietly (mezzo piano). Sing it again (or the next
verse) even more quietly (piano). Encourage them to continue to
project voiced (not whispered) notes with clear, sustained pitch as they
get softer. Repeat until they are practically whispering; how many
different levels of quiet can they get while still sounding good?

3. Repeat the previous step with mezzo forte, forte, and so on. Encourage
them to sing with sustained, controlled notes as they get louder. How
many different levels of loudness can they get before they are simply
shouting?

4. The next step will need a "conductor"”. You can conduct, but if there is
time, let the students take turns conducting. Choose a conductor and
demonstrate some typical conducting signals: hand held higher with
palm up means louder, hand held lower with palm held down means
quieter, hand moving up or down means gradually louder or quieter.
The conductor in this activity does not have to conduct the beats!

5. Repeat the song again, or choose a different song if you're bored. This
time, have the conductor vary the level of loudness during the verse.
Try suddenly loud and suddenly quiet as well as gradually getting
louder and quieter. For younger students, let them have fun with this
and be silly. With older students, ask them to experiment with using
the dynamics to make the song prettier or more exciting, dramatic, or
interesting.

Common Dynamic Levels


https://cnx.org/content/m10943
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mexzzo forte
forte
fortissimo
fortisissime

and 50 on...

mezzo piano
piano
plannissimo
planisgissimo

and s0 on...

medium loud {proncunced "MET-zoh FOR-tay"™)
loud ("FOR-tay"}
very loud ("for-TISS-im-oh"}

very. very loud ("FOR-tiss-SI55-im~oh™)

medium quiet ("MET-soh PYAN-oh"™)
quiet {"PYAN-oh"}
very quiet {"PEE-an-155-im-oh"}

very, very ¢ulet ("PEE-an-lss-155-Im-oh™)



A Musical Accent Activity
Lesson plan for an activity that helps music students practice using accents.

See Dynamics and Accents in Music for introductory information on
musical accents. The proper method for performing an accent varies greatly
between different types of instruments and styles of music, and can present
quite a challenge for the young instrumentalist. By temporarily separating
reading from concerns on how to properly perform accents on a specific
instrument, this activity simplifies the task of reading and performing
"accents", allowing an intermediate success that can translate into
confidence in performing accents correctly.

Goals and Evaluation

e Goals - The goal of the activity is to introduce students to the concept
of musical accents and to help beginning instrumentalists practice
reading and performing accents.

e Objectives - The student will read notated rhythms - of gradually
increasing complexity - that include accented notes, and perform them
accurately as a simple percussion piece, either individually or with a
group.

e Grade Level - This activity is designed for students in grades 4-8, but
may be used by younger or older students who are at the appropriate
level of musical awareness.

e Student Prerequisites - The students should be able to accurately and
easily read and perform the rhythms in the exercises used.

e Teacher Expertise - The teacher should be able to read music well
and must be able to act as the group "conductor" during this activity.

e Time Requirements - Unless you have many rhythm/accent examples
prepared, this activity takes less than twenty minutes. Once the
concepts are introduced, it can also be used as a very short (less than
five minute) warm-up to other music activities or as a quick break
from desk work.

e Music Standards Addressed - National Standards for Music
Education standard 5 (reading and notating music).

e Adaptations - To introduce the concept of accents to very young or
non-reading students, simply alter the lesson plan to have the students
echo short, simple rhythms with accents that are performed for them.


http://musiced.nafme.org/resources/national-standards-for-music-education/

This "listening and performing" activity may also be included along
with the activity as described.

o Extensions - Following the activity, musically experienced students
may be asked to write out short exercises similar to the ones they have
already done. Share them by copying them or having the students write
them so that the entire class can see them (on a board, for example).
Let the class try the student-written exercises. Or let them trade papers
with each other and perform each other's challenges as solos.

e Evaluation - Assess students on ability to read and perform rhythms
and accents accurately and consistently, either with the group or
individually in a "test" performance. If students can perform at the
desired level of complexity, they are ready to practice performing
accents in the proper manner on real instruments. If they cannot, have
them continue to do this activity regularly over a period of weeks or
months, starting with easier rhythms and gradually introducing more
complexity, alternating with lessons on playing accents correctly.

Materials and Preparation

1. Prepare your board or a handout by reproducing the rhythms and
accents below and/or making up your own, based on your students' age
and musical training. You can copy this PDF file, or use the figure
below to make a handout. If you want an activity that will last longer,
make up more lines at the correct difficulty level for your students.

2. Level I is for students who are younger and have little or no musical
training. Level II is for students who have learned to read music. Level
[T is even more challenging.

3. Decide how the rhythms will be performed. Students can play on
drums or other percussion instruments, if available, or play on a single
pitch on any instrument. You may also use body percussion or other
simple percussion techniques (see Percussion Fast and Cheap); for
example clapping on regular notes and stomping, slapping thighs, or
just clapping louder on accented notes; or slapping the table (or a
thigh) with one hand for regular notes and both hands for accented
notes.

4. Gather or make any instruments or equipment the students will need.


clbr://internal.invalid/book/contents/resources/bd1e8185a8591ca00d265fcd5408a81bbdb6c722.pdf
https://cnx.org/content/m10943
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Procedure

1. Explain that accented notes are louder than the notes around them.
Show them an accent on the board or handout. Notes with an accent
mark should be louder. Explain how you want regular and accented
notes to be performed in this activity. (See number 3 of "Preparation".)

2. Before starting each rhythm, you must establish a steady beat, in order
to get everyone to start at the same time and the same tempo. Clap four
times before the students begin, or count steadily and crisply, "One,
two, three, go", or use any method of "counting off" that your students
are already accustomed to.

3. Start with a slow beat. Do one rhythm at a time, all together as a
group. For more of a challenge for older students, speed up the tempo,
or ask them to perform rhythms alone, either after they have heard
them, or sight-reading.

Accent Activity Suggested Rhythms
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Timbre: The Color of Music
A short introduction to the basic element of music known as "color" or
"timbre".

One of the basic elements of music is called color, or timbre (pronounced
"TAM-ber"). Timbre describes all of the aspects of a musical sound that do
not have anything to do with the sound's pitch, loudness, or length. In other
words, if a flute plays a note, and then an gboe plays the same note, for the
same length of time, at the same loudness, you can still easily distinguish
between the two sounds, because a flute sounds different from an oboe.
This difference is in the timbre of the sounds.

Timbre is caused by the fact that each note from a musical instrument is a
complex wave containing more than one frequency. For instruments that
produce notes with a clear and specific pitch, the frequencies involved are
part of a harmonic series. For other instruments (such as drums), the sound
wave may have an even greater variety of frequencies. We hear each
mixture of frequencies not as separate sounds, but as the color of the sound.
Small differences in the balance of the frequencies - how many you can
hear, their relationship to the fundamental pitch, and how loud they are
compared to each other - create the many different musical colors.

The harmonics at the beginning of each note - the attack - are especially
important for timbre, so it is actually easier to identify instruments that are
playing short notes with strong articulations than it is to identify
instruments playing long, smooth notes.

The human ear and brain are capable of hearing and appreciating very small
variations in timbre. A listener can hear not only the difference between an
oboe and a flute, but also the difference between two different oboes. The
general sound that one would expect of a type of instrument - a trombone
for example - is usually called its timbre or color. Variations in timbre
between specific instruments - two different trombones, for example, or two
different trombone players, or the same trombone player using different
types of sound in different pieces - may be called differences in timbre or
color, or may be called differences in tone or in tone quality. Tone quality
may refer specifically to "quality", as when a young trombonist is
encouraged to have a "fuller" or "more focussed" tone quality, or it can refer
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neutrally to differences in sound, as when an orchestral trombonist is asked
to play with a "brassy" tone quality in one passage and a "mellow" tone
quality in another.

Many words are used to describe timbre. Some are somewhat
interchangeable, and some may have slightly different meanings for
different musicians, so no attempt will be made to provide definitions. Here
are a few words commonly used to describe either timbre or tone quality.

e Reedy

e Brassy

e (Clear

¢ Focussed or unfocussed

e Breathy (pronounced "BRETH-ee")

e Rounded

e Piercing

e Strident

e Harsh

e Warm

e Mellow

¢ Resonant

e Dark or Bright

e Heavy or Light

e Flat

e Having much, little, or no vibrato (a controlled wavering in the sound);
or narrow or wide, or slow or fast, vibrato

For more information on what causes timbre, please see Harmonic Series I,
Standing Waves and Musical Instruments, and Standing Waves and Wind
Instruments.) For activities that introduce children to the concept of timbre,
please see Timbre Activities
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Timbre Activities
Suggestions for introducing the concept of timbre (musical color) to young
children.

Timbre, often called color, is one of the basic elements of music. Please see
Timbre: The Color of Music for an introduction to the subject. You will find
here suggestions for a Class Discussion and Demonstration of Color, three
simple Color Activities, suggestions for Adapting or Extending the
Activities, and Other Suggestions for Exploring Color.

Goals and Standards

e Goals - The student will learn to recognize timbre as a basic element
of music, develop aural recognition of instruments, and learn
appropriate terminology for discussing and evaluating this aspect of
musical performances.

e Grade Level - PreK-12.

e Student Prerequisites - No prior student knowledge necessary.

o Teacher Expertise - Teacher expertise in music is not necessary to
present this activity. The teacher should be familiar and comfortable
with the terms and concepts regarding timbre. (See Timbre: The Color
of Music.)

e Music Standards Addressed - - National Standards for Music
Education standards 6 (listening to, analyzing, and describing music),
and 8 (understanding relationships between music, the other arts, and
disciplines outside the arts). If instruments from other cultures are
included in the examples, or if a discussion of the use of timbre to help
identify the era or culture of a piece of music is included, music
standard 9 (understanding music in relation to history and culture) is
also addressed. If students evaluate specific musical performances
using references to timbre, music standard 7 (evaluating music and
music performances) is also addressed.

e Other Subjects Addressed - The activity also addresses Art
Education National Standard 6 (making connections between visual
arts and other disciplines).

e Follow-up - Help commit this lesson to long-term memory, by
continuing to ask, through the rest of the school year, questions about
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timbre and instrument recognition in any musical examples presented
to the class.

Class Discussion and Demonstration of Color
Objectives and Assessment

e Time Requirements - Excluding the pre-test, this activity can be done
in one (approximately 45-minute) class period; or you may spread the
lesson, including pre- and post-tests, into four or five fifteen-minute
increments over the course of several days.

e Objectives - When presented with a recording, the student will learn
to recognize and name the instruments heard.

e Evaluation - If formal assessment is wanted, have a post-lesson aural
test. Present the students with recordings or excerpts they have not yet
heard, of the instruments you have been studying. For the test, the
instrument to be identified should be either extremely prominent, or
the only type of instrument being played. Either number the excerpts
as you play them and have the students write down the instrument
heard for each number, or call on specific students to name the
instrument aloud.

Materials and Preparation

e You will need an audio player in the classroom.

e You may want to give the students a pretest to determine what
instruments you will focus on. If most students are unable to
recognize, by sound, common orchestral instruments, you will
probably want to begin with these, and perhaps with some instruments
that will be familiar from popular music. If your class is already good
at recognizing more familiar instruments, concentrate on introducing
some lesser-known orchestral instruments, or perhaps some well-
known historical or Non-Western instruments.

e You will need tapes or CDs with 3-8 examples of different instruments
playing either alone, or as a very prominent solo, or in groups of like
instruments (some suggestions: an unaccompanied violin or 'cello
sonata, or a string quartet; classical or electric guitar; banjo; piano;




harpsichord; percussion ensemble or drum solo; bagpipes; brass
quintet; trumpet or oboe concerto; jazz saxophone solo; recorder
ensemble).

* Prepare a tape with short excerpts (1-2 minutes) of each instrument, or
be able to find your chosen excerpts quickly on the CDs. Unless you
are very confident of the students' abilities to distinguish different
instruments, try to pick very different sounds.

 If you like, prepare a simple worksheet they can use to match each
excerpt with the name and/or picture of the instrument. If your group is
small, a book with pictures of instruments that they can point to will
work. Or write the names of the instruments on the board, show
pictures from a book, or discuss the instruments enough that the
children have a good idea what the instrument choices are. Have other
excerpts as demonstrations if you think that might be needed.

Procedure

1. Begin with a class discussion. Ask the students if they prefer black-
and-white or color pictures? Pictures with just one color or with many
colors? Tell them that one of the things that makes music more
interesting, exciting and pleasant is also sometimes called "color".
Explain that the color of the sound is what makes one instrument
sound different from another. You can introduce the word timbre
(pronounced "TAM-ber") to your students if you like, but musicians
also use the word "color", so it is fine to simply talk about the "color"
of the sound.

2. Hand out your prepared worksheet, show pictures of instruments, or
write down their names on the board and discuss them.

3. Play the excerpts. See if the students can identify the instruments by
listening to their color.

4. If they can't, identify the instruments for them, then let them try again
with different excerpts from the same pieces, or different pieces on the
same instrument or group of instruments.

Color Activities

Objectives and Assessment



e Time Requirements - Excluding presentations, all three activities can
be done in a single (approximately 45-minute) class period; or spread
them out over the course of several days, by doing three separate
sessions of 15-20 minutes. The extra time required to present artwork
to the teacher or to the class will depend on the number of students and
time allowed for each presentation.

e Objectives - The student will learn to recognize timbre (color) as a
basic element of music, and will learn the proper terminology for
discussing this element. The student will also use imagination and
creativity to find links between music and the visual arts.

o Evaluation - Assess students on their presentations/explanations of
their artwork.

Materials and Preparation

e You will need an audio player in the classroom.

e You will need CDs or tapes of a variety of instrumental music. For
these activities, don't forget the possibility of music from other cultures
(such as native American flute, South American panpipe groups, steel
drums, Indian sitar, etc.) The very unfamiliarity of the sounds may
encourage more speculation and creativity.

e Each student will need drawing paper and drawing implements
(crayons, markers, colored pencils) in a variety of colors.

e [f you have not already presented the class discussion of timbre,
introduce the term to the students before doing these activities.

Activities

1. Have the students listen to excerpts of individual instruments. Ask
them to imagine that they can see the sounds; and ask them what color
each sound would be if they could see it. Try to encourage naming
specific hues. Does a trumpet sound like fire-engine red, day-glo
orange, lemon yellow? Is a bassoon sea green or lilac? These are
exercises for the imagination. There are no right answers; different
sounds affect people differently, and all answers should be respected.

2. Have the students listen to excerpts of instrumental music. Encourage
them to come up with adjectives that describe the color of the
instruments. Some words that musicians often use to describe



color/timbre are: bright, dark, full, thin, warm, rich, reedy, rounded,
edgy, breathy (pronounced BRETH-ee), scratchy, heavy, light,
transparent, and intense. If your students have trouble coming up with
adjectives, suggest some of these, but encourage them to come up with
their own, too. If students independently come up with a timbre word
that musicians often use, point this out and congratulate them on doing
so; but point out that the use of timbre words is fairly informal, and
coming up with their own is fine, too, particularly if they are good
descriptions of the sound.

3. Have the students listen to longer excerpts of instrumental music.
While listening, they should make a drawing of anything that the
music makes them think of. The drawing can be abstract - circles of
yellow connected by red squiggles - or representational - a garden in
the sun. The students should then get a chance to present their picture
and explain why the music made them think of those colors, shapes, or
objects. Encourage explanations that link specific colors, shapes or
objects to specific timbres in the music.

Adaptations and Extensions

The class discussion and demonstration may be adapted for students with
visual impairment by substituting the touch, smell, or taste sensations for
color. (For example, does a specific timbre remind the student of a smooth
or rough surface, of a sour or sweet flavor, or of a flowery or musky scent?)
For students who cannot see color at all, you may also include a discussion
of the sensations that the students "substitute" in their imaginations when
they hear a color word. (For example, do they associate the word "red" with
a particular sound, texture, or emotional feeling?) If possible, introduce the
instruments by touch as well as by sound.

Challenge students who have reached a higher level of musical
knowledge and discernment to be able to name many instruments "by
ear”, including rare, historical, or non-Western instruments. Ask them to try
to identify an audio recording (by era or culture) based on the timbres
(instruments) heard. Ask them to evaluate specific performances
(recordings, or their own singing or playing, or the singing or playing of
their classmates) in terms of timbre.



Challenge older or gifted students to make high-level artwork that reflects
other aspects of the music (for example, emotional content, historical or
cultural context, texture, form), as well as timbre. You may want to provide
high-quality art materials for this, and have the students prepare a display of
the artwork with a paragraph, written by the student, explaining the musical
inspiration for specific aspects of the artwork.

Other Suggestions for Exploring Color

e Watch "Fantasia" or "Fantasia 2000" together. Point out that many
aspects of the music affect the images the artists chose: melody,
harmony, rhythm, loudness, tempo (how fast the music is going).
Timbre also strongly affects some of the choices. For example, in the
Mickey Mouse/Sorcerer's Apprentice sequence (in both movies), the
reedy sound of the woodwinds is associated with the enchanted
broomstick, while the more liquid sound of the string section is
associated with water, and the crashing sound of cymbals turns into
thunder and crashing waves. What other examples can the students
spot of a particular sound color being associated with an image or
character?

e To acquaint the students with the colors of specific instruments, take
field trips to concerts where the students will be able to see which
instrument is making which sounds. For students that are old enough
or musically experienced enough to begin to learn the colors of all of
the instruments of the orchestra, Britten's Young Person's Guide to the
Orchestra is a great place to start. Many orchestras will feature this
piece at a "young person's concert", and some of these concerts include
an "instrument petting zoo", a chance for the students to get up close to
the instruments. For younger children, a performance or recording of
"Peter and the Wolf", which features fewer instruments, may be more
appropriate.

¢ Older students who can recognize the timbre of most instruments may
enjoy playing "name that instrument” with a piece of music that
features many different instruments in quick succession. Some good
choices for this game are Copland's Rodeo, the beginning of
Stravinsky's Le Sacre du Printemps (""The Rite of Spring"),
Beethoven's Symphony No. 6, and Holst's The Planets.



Melody
An introduction to the basic element of music called melody, with some
useful definitions.

Introduction

Melody is one of the most basic elements of music. A note is a sound with a
particular pitch and duration. String a series of notes together, one after the
other, and you have a melody. But the melody of a piece of music isn't just
any string of notes. It's the notes that catch your ear as you listen; the line
that sounds most important is the melody. There are some common terms
used in discussions of melody that you may find it useful to know. First of
all, the melodic line of a piece of music is the string of notes that make up
the melody. Extra notes, such as trills and slides, that are not part of the
main melodic line but are added to the melody either by the composer or
the performer to make the melody more complex and interesting are called
ornaments or embellishments. Below are some more concepts that are
associated with melody.

The Shape or Contour of a Melody

A melody that stays on the same pitch gets boring pretty quickly. As the
melody progresses, the pitches may go up or down slowly or quickly. One
can picture a line that goes up steeply when the melody suddenly jumps to a
much higher note, or that goes down slowly when the melody gently falls.
Such a line gives the contour or shape of the melodic line. You can often
get a good idea of the shape of this line by looking at the melody as it is
written on the staff, but you can also hear it as you listen to the music.

Arch shapes (in which

the melody rises and
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then falls) are easy to
find in many melodies.

You can also describe the shape of a melody verbally. For example, you can
speak of a "rising melody" or of an "arch-shaped" phrase. Please see The
Shape of a Melody for children's activities covering melodic contour.

Melodic Motion

Another set of useful terms describe how quickly a melody goes up and
down. A melody that rises and falls slowly, with only small pitch changes
between one note and the next, is conjunct. One may also speak of such a
melody in terms of step-wise or scalar motion, since most of the intervals
in the melody are half or whole steps or are part of a scale.

A melody that rises and falls quickly, with large intervals between one note
and the next, is a disjunct melody. One may also speak of "leaps" in the
melody. Many melodies are a mixture of conjunct and disjunct motion.
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A melody may show conjuct motion, with small
changes in pitch from one note to the next, or
disjunct motion, with large leaps. Many
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melodies are an interesting, fairly balanced
mixture of conjunct and disjunct motion.

Melodic Phrases

Melodies are often described as being made up of phrases. A musical
phrase is actually a lot like a grammatical phrase. A phrase in a sentence
(for example, "into the deep, dark forest" or "under that heavy book") is a
group of words that make sense together and express a definite idea, but the
phrase is not a complete sentence by itself. A melodic phrase is a group of
notes that make sense together and express a definite melodic "idea", but it
takes more than one phrase to make a complete melody.

How do you spot a phrase in a melody? Just as you often pause between the
different sections in a sentence (for example, when you say, "wherever you
go, there you are"), the melody usually pauses slightly at the end of each
phrase. In vocal music, the musical phrases tend to follow the phrases and
sentences of the text. For example, listen to the phrases in the melody of
"The Riddle Song" and see how they line up with the four sentences in the
song.

The Riddle Song

gave my love a  cher- ry that has no stone
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This melody has four phrases, one for each sentence of the
text.

But even without text, the phrases in a melody can be very clear. Even
without words, the notes are still grouped into melodic "ideas". Listen to the
first strain of Scott Joplin's "The Easy Winners" to see if you can hear four
phrases in the melody.

One way that a composer keeps a piece of music interesting is by varying
how strongly the end of each phrase sounds like "the end". Usually, full-
stop ends come only at the end of the main sections of the music. (See form
and cadence for more on this.) By varying aspects of the melody, the
rhythm, and the harmony, the composer gives the ends of the other phrases
stronger or weaker "ending" feelings. Often, phrases come in definite pairs,
with the first phrase feeling very unfinished until it is completed by the
second phrase, as if the second phrase were answering a question asked by
the first phrase. When phrases come in pairs like this, the first phrase is
called the antecedent phrase, and the second is called the consequent
phrase. Listen to antecedent and consequent phrases in the tune "Auld Lang
Syne".

Antecedent and Consequent Phrases

Antecedent Phrase
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The rhythm of the first two phrases of "Auld Lang
Syne" is the same, but both the melody and the
harmony lead the first phrase to feel unfinished until it
is answered by the second phrase. Note that both the
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melody and harmony of the second phrase end on the
tonic, the "home" note and chord of the key.

Of course, melodies don't always divide into clear, separated phrases. Often
the phrases in a melody will run into each other, cut each other short, or
overlap. This is one of the things that keeps a melody interesting.

Motif

Another term that usually refers to a piece of melody (although it can also
refer to a rhythm or a chord progression) is "motif". A motif is a short
musical idea - shorter than a phrase - that occurs often in a piece of music.
A short melodic idea may also be called a motiv, a motive, a cell, or a
figure. These small pieces of melody will appear again and again in a piece
of music, sometimes exactly the same and sometimes changed. When a
motif returns, it can be slower or faster, or in a different key. It may return
"upside down" (with the notes going up instead of down, for example), or
with the pitches or rhythms altered.
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The "fate motif"
from the first
movement of

Beethoven's

Symphony No. 5.
This is a good

example of a short

melodic idea (a
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figure) that is used
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in many different
ways throughout
the movement.

Most figures and motifs are shorter than phrases, but some of the leitmotifs
of Wagner's operas are long enough to be considered phrases. A leitmotif
(whether it is a very short cell or a long phrase) is associated with a
particular character, place, thing, or idea in the opera and may be heard
whenever that character is on stage or that idea is an important part of the
plot. As with other motifs, leitmotifs may be changed when they return. For
example, the same melody may sound quite different depending on whether
the character is in love, being heroic, or dying.
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A melodic phrase based on the
Siegfried leitmotif, from Wagner's
opera The Valkyrie.

Melodies in Counterpoint

Counterpoint has more than one melody at the same time. This tends to
change the rules for using and developing melodies, so the terms used to
talk about contrapuntal melodies are different, too. For example, the
melodic idea that is most important in a fugue is called its subject. Like a
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motif, a subject has often changed when it reappears, sounding higher or
lower, for example, or faster or slower. For more on the subject (pun
intended), please see Counterpoint.

Themes

A longer section of melody that keeps reappearing in the music - for
example, in a "theme and variations" - is often called a theme. Themes
generally are at least one phrase long and often have several phrases. Many
longer works of music, such as symphony movements, have more than one
melodic theme.

Theme from Beethoven's Symphony No. 9
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The tune of this theme will be very familiar to
most people, but you may want to listen to the
entire last movement of the symphony to hear the
different ways that Beethoven uses the melody
again and again.

The musical scores for movies and television can also contain melodic
themes, which can be developed as they might be in a symphony or may be
used very much like operatic leitmotifs. For example, in the music John
Williams composed for the Star Wars movies, there are melodic themes
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that are associated with the main characters. These themes are often
complete melodies with many phrases, but a single phrase can be taken
from the melody and used as a motif. A single phrase of Ben Kenobi's
Theme, for example, can remind you of all the good things he stands for,
even if he is not on the movie screen at the time.

Suggestions for Presenting these Concepts to Children

Melody is a particularly easy concept to convey to children, since attention
to a piece of music is naturally drawn to the melody. If you would like to
introduce some of these concepts and terms to children, please see A
Melody Activity, The Shape of a Melody, Melodic Phrases, and Theme and
Motif in Music.
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A Melody Activity

Lesson plan for an activity that introduces young children to the basic
element of music called melody.

Goals and Standards

e Grade Level - preK-5

e Student Prerequisites - none

o Teacher Expertise - Teacher expertise in music is not necessary to
present this activity. The teacher should be able to set an example by
humming or singing along with the examples.

e Time Requirements - 5-20 minutes, depending on the number of
musical examples. You may want to do this activity as a short
"listening warm-up" for a more involved melody activity, such as The
Shape of a Melody, Melodic Phrases, Theme and Motif in Music, or A
Musical Textures Activity.

e Goals - Given an aural example of music, the student will identify the
melody.

e Objectives - Given a reasonably complex recording or live
performance of a piece of music, the student will identify the melodic
line. The student will sing or hum the melody along with the recording
or performance, and, after sufficient repetitions, hum or sing it without
the accompaniment.

e Music Standards Addressed - National Standards for Music
Education standards 6 (listening to, analyzing, and describing music),
and 1 (singing, alone and with others, a varied repertoire of music). If
musical examples from other cultures and time periods are used, this
activity can also address standard 9 (understanding music in relation to
history and culture).

e Evaluation - Evaluate students on discussion participation, as well as
accuracy in identifying and singing melodies. This is a very basic
musical skill. If students are having trouble with it, repeat this activity
periodically until they can do it, before moving on to more complex
melody or harmony activities. (However, students can do rhythm
activities before mastering this skill.)

e Adaptations - It's normal for very young children to have trouble
singing pitches they hear; this is a learned skill. It can be encouraged
by turning "can you sing this note?" into fun, age-appropriate games.
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Once the child can accurately reproduce pitches in a given range,
search for melodies within that range. For students who have trouble
hearing which line is the melody, begin by having them sing along
with unaccompanied melodies or melodies with just rhythmic
accompaniment. Add harmony parts later to let them hear how the
melody interacts with the other parts.

Extensions - Challenge musically advanced, gifted, or older students
by presenting them with music from another time period or culture, or
with complex instrumental music. Or you may ask them to find a part
that is NOT the melody and sing along with that.

Materials and Preparation

You can play the examples yourself, or have a performer play them for
the class, or play recordings.

Choose the music and the presentation method. Choose several pieces
from different musical traditions, or with a variety of styles and
melodies. Any music with a clear, singable melody that would appeal
to children is good. For very young children or children with little
musical experience, you may want to stick to music that is already
familiar. For older or more musically experienced children, consider
classical instrumental or Non-Western music as well as folk, pop, and
children's songs.

Be ready to play the pieces, or have your tape or CD player ready, and
have the tapes ready at the right spot or know the CD track numbers.

Procedure

1. Ask the students if they know what a melody is. They may know but

be unable to give you a definition. Ask them to hum or sing an
example of a melody. If they do not know what a melody is, explain
that it is a musical line (a group of notes that comes one after the other)
that normally gets most of your attention when you hear a piece of
music, and that most people, when asked to sing or hum a piece of
music, will give you the melody.

. Starting with an easy melody, ask the students to listen while you play

a short section of your chosen music.



3. Play the same section a second time, this time asking the students to
hum or sing along with the melody.

4. Ask the students if any of them can sing or hum the melody to you
without the music playing along. If they are shy, have them do it all
together and/or with you. If they don't know it yet, have them listen to
it again.

5. You can begin to introduce some other musical concepts by asking
them questions about the melody. Is it high or low? Is the highest note
a lot higher than the lowest note or just a little higher than the lowest
note (in other words, does it have a large or small range)? Does the
melody jump quickly from high to low (disjunct motion), or does it
move to notes that are not very much higher or lower (conjunct
motion)? Are the notes long and connected to each other (legato) or
short with space between them (staccato). Even young listeners may
be able to answer some of these questions, which will encourage them
to listen to the melody in an analytical way. Encourage them to mimic
the style of the musical performance as well as the actual notes.

6. For older students, or students who are listening to instrumental
examples, ask them which parts of the music are not melody. What
instruments are playing the non-melody parts of the music? What
instrument is playing the melody? Can they hum any of the non-
melody parts, or clap the rhythms of a non-melody part? (This will be
more difficult than identifying the melody.)

7. Repeat the activity with examples that gradually become more
challenging.

8. Students for whom this is easy are ready to try identifying The Shape
of a Melody finding Melodic Phrases or Theme and Motif in Music, or
identifying Musical Textures.


https://cnx.org/content/m12381
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The Shape of a Melody
Lesson plan for an activity that encourages children to recognize and
discuss basic information about a heard melody.

Melody is one of the basic elements of music, and one of the easiest to hear
and understand. Melodies can soar, swoop, plunge, or hop around, and this
activity encourages even very young listeners to listen carefully to a melody
to hear what it's doing.

Goals and Assessment

e Goals - The student will learn to recognize basic information about a
melody presented aurally, and discuss it using proper terminology.

e Objectives - The student will make visual representations of the lines
of heard melodies. The student will explain verbally his own or others'
visual representations of melodic line.

e Grade Level - preK-12 (adaptable)

e Student Prerequisites - Young students should be able to distinguish
the melody when listening to music. Older and more musically
experienced students will benefit most if the appropriate terms are
introduced and/or some of the activity extensions are included.

o Teacher Expertise - Teacher expertise in music is not necessary to
present this activity. The teacher should be familiar and comfortable
with the terms and concepts regarding melody.

e Time Requirements - One (approximately 45-minute) class period for
the basic activity. One more class period for each of the extensions.

e Music Standards Addressed - National music standard 6 (listening
to, analyzing, and describing music) is directly addressed. You may
also address standard 9 (understanding music in relation to history and
culture) by including music from a variety of cultures or historical
periods is used, and exploring the characteristics of typical melodies
from other cultures or historical periods. If you are including a
discussion of line in the visual arts or English language arts, (see
Extensions, standard 8 is also addressed.

e Other Subjects Addressed See Extensions for suggestions in English
language arts, dance, and visual arts.

e Evaluation Assess students on accurate, useful portrayal of melodic
concepts visually, as drawn lines, and on ability to use the correct


http://musiced.nafme.org/resources/national-standards-for-music-education/

terms in describing heard melodies or looking at visual renderings of
them. If you wish, test the students by giving them short examples
from music they have not yet heard, and ask them to describe it using
the correct terms.

e Follow-up - Help this lesson get into long-term memories by
continuing to ask the students, throughout the rest of the year, to
describe the melodies that they are hearing, singing, or performing,
using the correct terms.

Materials and Preparation

e See Melody for an introduction to the terms that you may introduce to
your students with this activity. With very young or musically
inexperienced students, you may want to only discuss the contour or
shape of the melody. With older students, you may also want to
introduce and discuss terms such as conjunct and disjunct motion,
melodic phrase, antecedent and consequent phrases, motives or cells,
and/or counterpoint (particularly in terms of the contour-independence
of true counterpoint lines). All of these concepts can be rendered as
drawn lines.

¢ You will need some CDs or tapes of music with clear, obvious
melodies, and something to play them on. Either vocal or instrumental
music is fine. A selection of two or three pieces that have very
different types of melody (for example, one with long, soaring
melodies, one with short, clearly defined phrases, and one based on
very short motifs) will get the best reaction from your students. Fairly
short excerpts are probably all you will need.

e Each student will need paper to draw on and drawing implements. If
you would like the students to also be free to express their
interpretation of the color of the melodies, have them use crayons or
markers.

e You will also need to be able to draw on a board or piece of paper, for
demonstration purposes.

e Have your tapes ready at the correct spot for the melodies you have
chosen, or know the track numbers of the CDs.

e For (older) students who are learning to read music, you may want to
provide a copy of the written melody for at least one of your examples.




e For (older) students who are also studying the music of other cultures
or time periods, include musical examples from the time period(s) or
culture(s) being studied.

 If you are going to include a discussion of line in the visual arts, have
some examples ready to show and discuss. You may use work done by
the students in art class, original works by local artists, or
reproductions of famous art work. A variety of styles, periods, and
media, will be most helpful, particularly if the discussion will include
stylistic differences in the use of line in the visual arts.

e If you are including a dance activity, you will need an open space for
dancing. You may use the music that has been discussed and "drawn",
Or new music.

e [f you are going to draw parallels with the language arts, have some
poetry or other suitable selections ready for discussion.

Procedure

1. Ask your students to demonstrate high notes and low notes for you.
Then ask for a volunteer to sing a few words of a song (or you sing a
short phrase for them). Ask the class whether the notes in the example
just sung are getting higher or lower. Explain that when the notes of a
melody are getting higher, we say that the melody is going up. Draw a
line for them, from left to right, that gets higher as it moves to the
right. Draw another line for them that slopes down as it goes from left
to right, for a melody that is going down. Your line can be straight, but
curved lines often work better to connect contours together as the
melody changes.

2. Have the students listen to a melody without drawing. Ask them if they
can hear the melody going up or down. (You may want to ask them to
"draw" an imaginary line in the air as they are listening.) Is it going up
or down quickly (a steep line)? Does it go up and then down and then
up again (maybe an arch with an extra curve up at the end)? Does it
seem to stop and start again, or does it seem to be all connected
together? Listen to the answers they give you, and demonstrate for
them how you would draw that answer.

3. Now ask them to draw the "shape" or "contour" of some melodies for
you. Let them use a fresh piece of paper for each new piece of music.



4. The interpretations may look very different from one student to the
next. When drawing conclusions at the end of the session, try to
emphasize the differences between the contours for different melodies
rather than differences from one student to the next. Have the students
describe the different melodies to you or to the class using their
drawings as visual aids. Or allow other students to pick out which of a
student's works represent which melody? Ask them how they can tell.

5. If you have provided a written example for students who can read
music, hand out the written music after the students have already
listened to the music and drawn its contour. Have them draw a contour
shape over the written notes. Encourage them to draw a line that is
smooth (not a connect-the-dots with the notes) but still follows the
general rise and fall of the notes. Then have the students compare their
freehand contour shapes with the ones that follow the written music.
Can they find the similarities? If there are big differences, can they
explain them?

6. If you are including musical examples from other time periods or
cultures, discuss the conclusions the students would draw from these
examples about what types of melodies are typical of each style of
music.

The Riddle Song
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Here is an example of a simple melody. Listen to the four
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phrases of "The Riddle Song".

Melodic Shape Example

Here is one possible interpretation of the contours
of the four phrases of The Riddle Song.

You can extend this activity, or use it to draw parallels between music and
other disciplines.
Extensions and Cross-Discipline Activities

e Visual Arts - Discuss the similarities in the use of line and contour in
music and in the visual arts. Show the students some examples from
the visual arts. Discuss the use of line and contour in each of the
examples. Do they rise and fall? Are they straight or curved? Short and
choppy, or long and flowing? Is there anything in any of the artworks
that acts as a motif? Do any of them have similarities to the any of the
"musical phrase pictures" the students have produced? Might any
similarities show cultural or historical preferences that are reflected in
both music and the visual arts? This addresses Art Education National
Standards 2 (using knowledge of structures and functions) and 6
(making connections between visual arts and other disciplines).

e Language arts - Discuss similarities and differences in the use of
phrasing and line in the language arts and in music. This is particularly
easy to do with poetry. Read your selections aloud, have students read
them aloud, or have students memorize and deliver them "with
feeling". What are the effects of the meter, length of lines, repetition of
vowel or consonant sounds, or emotional emphasis, on the "sound" or
"feel" of the poetry? Students who are listening could also try
"drawing" the heard phrases just as they did with the music.
(Encourage them to draw rising-and-falling phrases that follow the
intensity or pitch of the speech patterns.) This activity addresses


http://www.davisart.com/portal/teacherresources/T_resourcesDefault.aspx?curPage=NationalStandards

National Standards for the English [L.anguage Arts standard 3 (Students
apply a wide range of strategies to comprehend, interpret, evaluate,
and appreciate texts).

Dance - encourage the students to improvise or choreograph a dance
that incorporates gestures, movements, shapes, and paths that reflect
the musical phrases. Discuss the possibilities as a class first, asking for
suggestions from the students. If the students have trouble with this,
start them out with a few suggestions: for example, choppy motions
for choppy melodies, high shapes for high sounds, repeated gestures
reflecting musical motifs, etc. Once the students have a repertoire of
possibilities, provide music and allow them to improvise or
choreograph a dance. Addresses National Dance Association standards
1 (identifying and demonstrating movement elements and skills in
performing dance) and 2 (understanding the choreographic principles,
processes, and structures).



http://www.ncte.org/standards
http://www.aahperd.org/nda/profdevelopment/standards.cfm

Theme and Motif in Music

Lesson plans for a set of activities, suitable for a wide variety of ages and
musical experience, that encourage students to be aware of the uses of
motifs and themes in both classical and popular music, and to use motifs in
their own composition and improvisation.

There are lesson plans here for four activities that promote aural recognition
of, and understanding of the uses of, themes and motifs in music. Motifs
and Melodic Themes and Movies are appropriate for students of any age
who can accurately recognize (by ear) a specific, short melody. (Students
who are not quite ready for these activities may benefit from A Melody
Activity and The Shape of a Melody.) Opera Motifs will work best with
older, more musically experienced students who have a longer attention
span for serious music. Composing and Improvising Using Motifs is
appropriate for students who are capable of playing an instrument and
writing common notation fairly accurately.

Goals and Standards

e Goals - The student will learn to recognize when a repeated motif is
being used in a piece of music (presented aurally), and will become
familiar with some of the specific uses of musical motifs.

e Music Standards Addressed - These activities encourage the use of
appropriate terminology in analyzing and describing music (National
Standards for Music Education, music standard 6). If music from a
variety of cultures or historical periods is used, and the discussion
includes an exploration of the use of motifs in the music of different
cultures or historical periods, music standard 9 is also addressed. The
students may also be given a chance to compose (music standard 4) or
improvise (music standard 3) using motifs.

e Other Subjects Addressed - The Melodic Themes and Movies and
Opera Motifs activities can easily be adapted to also address English
Language Arts or a foreign language (if the opera is sung in another
language), by including discussion of language use, plot, character, and
the interaction of these elements with the music, and by including
formal essays.

e Follow-up - Help this lesson get into long-term memories by
continuing to ask the students, throughout the rest of the year, to
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identify motifs in music they are hearing or learning.

Motifs
Objectives and Assessment

e Grade Level - K-12 (adapt by using age-and-experience-appropriate
musical examples)

* Student Prerequisites - Students must be capable of remembering and
aurally recognizing a specific melody, even when some aspects of it
have changed.

e Teacher Expertise - Teacher training in music is not necessary to
present this activity. The teacher should be familiar and comfortable
with the terms and concepts regarding motif, and should be able to
hear and point out the motifs in the music presented.

e Time Requirements - For one (approximately 45-minute) class
period, have ready about 20 minutes of musical examples.

e Objectives - The student will recognize when and how a motif is used,
when presented with an aural example.

e Evaluation - Assess student learning by evaluating class participation.

Materials and Preparation

e You will need an audiotape or CD player and a recording of a piece of
music that is strongly based on a short, easily-heard motif. Some
suggestions follow, or you can use your own favorites.

 [f you have the class time, you may want to do two recordings, starting
with a piece with more obvious motifs and ending with a piece in
which the use of motifs is a little more subtle. Or if the class needs
persuading that classical music is approachable, you may want to start
with a non-classical piece and move on to a classical piece.

e Definitions and explanations of the concepts to be presented in this
activity can be found at Melody.

Some Easy-to-find Music Based on Motives



The first movement of Beethoven's Symphony No. 5 has the most
famous motive in Western classical music.

In "The Ride of the Valkyrie", from Wagner's opera Die Walkuere (The
Valkyrie), there are two closely-related motives to listen for; the
melody is built on one, and the accompaniment is built on the other.
Most of Wagner's opera music is based on motifs, but there can be so
many different motifs being used in one section of the music that they
can be difficult to spot unless you are familiar with the opera. If you
can't find "The Ride of the Valkyrie", try listening to the overture to
The Flying Dutchman (Die Fliegende Hollander).

All of the movements of Holst's The Planets are highly motivic, but
each movement develops several different motives, and some are
easier to spot than others. The rhythmic motive in "Mars" is by far the
most obvious, but the four-note motive that opens "Uranus" is also
very easy to hear. If you use this piece, you may want the further
challenge of seeing how many different motives you can hear in a
movement, as well as how each of them change. Are the melodic lines
based on motives?

The five-note "alien message" motif in John Williams' score for "Close
Encounters of the Third Kind" may already be familiar to some
students. Many other movie and television scores also include short
motifs (see below).

Not all motivic music is classical in style; from early ragtime tunes
like Joplin's "Maple Leaf Rag", through big band tunes like "String of
Pearls" and "In the Mood", to the cool jazz of Miles Davis' Kind of
Blue, to the latest improvised solo, jazz is full of motifs.

Listen for the two-note "look down" motive from the work song at the
beginning of Les Miserables to return throughout the musical. There
are other motives in this musical, too, and in many other musicals
(Phantom of the Opera, for example).

Many other classical works are also full of motivic development,
particularly works written in the late nineteenth or early twentieth
century. Try listening to both the "Waltz of the Snowflakes" and
"Coffee (Arabian Dance)" from Tchaikovsky's The Nutcracker, or to
Strauss' tone poems ("Till Eulenspiegels Lustige Streiche", for
example) or to the orchestral works of Stravinsky (for example, the
first movement of the "Symphony in E Flat") or Dvorak (for example,




the first and second movements of his "Symphony No. 9: From the
New World"). If a piece has many motifs, you may not be able to keep
track of all of them until you have heard the piece several times and
are more familiar with it. Start by picking out one motif that you can
hear and listening for it, or by simply counting motifs.

Procedure

 Introduce the concept of motifs to your students.

e Play a short excerpt (with plenty of examples of the motif) from your
recording. Ask the students to hum or sing ("da da da DAH") the basic
motif for you. Ask them if they heard any variations on the motif
(perhaps slower or faster, with a change in the rhythm or in the pitches,
or with an extra note or two, or maybe played "upside down" with the
melody going up instead of down).

e Play a short excerpt for the students again (the same one, or a different
excerpt from the same piece). Can they sing or describe any of the
variations of the basic motif that they hear? Can they raise hands when
they hear a variation?

 Play the entire recording (or a long section) asking the students to raise
their hands each time they hear the motif, or to try to count how many
times they hear it or a variation. Was only the one motif used
throughout the piece, or did they hear any other motifs being used? If
the students can identify more than one motif, divide the class into
groups, one for each motif, and have each group raise their hands
when they hear their particular motif.

e If you like, you can ask the students if they ever hear anything like a
motif in the music that they usually listen to. Can they sing or hum the
motifs for you, and tell you what style of music they are found in and
how they are used? If you like, let them bring examples for the class to
listen to. (If necessary, check them for suitability before playing them
for the class.)

Melodic Themes and Movies

Objectives and Assessment



e Grade Level - K-12

e Student Prerequisites - Students must be able to aurally recognize
specific melodies in spite of minor alterations or changes in texture or
timbre.

o Teacher Expertise - Teacher expertise in music is not necessary to
present this activity. The teacher should be familiar and comfortable
with the terms and concepts regarding motif.

e Time Requirements - If you are very organized and also only show
short excerpts, this activity can be done in one (approximately 45-
minute) class period. You will find it easier to present the entire
discussion, with plenty of time for watching/listening (and essay
assignment) in a 2-hour time frame (or two separate class periods).

e Objectives - The student will practice actively listening for and
recognizing specific motifs in a familiar musical setting.

e Evaluation - Grade students on active participation in the discussions,
and on essays if assigned.

Materials and Preparation

e See Melody for a discussion of the terms and concepts that you may
want to present to the students during this activity.

e Locate a videotape or DVD of a movie (that is appropriate for your
students) with thematic music. "Star Wars Episode IV: A New Hope"
is one of the best examples around, but other movie scores by John
Williams (the "Indiana Jones" movies, for example) also tend to be
very thematic, and so do many other adventure, fantasy, and science
fiction films. (Serious dramas and comedies are less likely to use
music in this way.) For younger children, one of the sections of
"Fantasia" or "Fantasia 2000" may be used, although this is not ideal,
since the pictures have been made to fit the music and not the other
way around. Animated musicals that reuse melodic themes from some
of the songs as background music during dramatic moments can also
work. It's a good idea to choose a movie that many of your students are
already familiar with; it can be difficult to be consciously aware of the
music if you are very engrossed in the story.

e If you are only going to play part of the movie, decide ahead of time
which part. Look for spots with lots of characters, lots of action, and




plenty of background music. In this case, be ready to start the movie at
your chosen spot.

e You will need the appropriate equipment for presenting the movie in
class.

Procedure

1. If you have not already been discussing melody, motifs, and melodic
themes in class, begin by reviewing some of these terms for them.
(Use the discussion in Melody if you wish). If you are trying to
encourage an appreciation of classical music, or if your class is
preparing to attend an opera, point out that using "motifs" or different
"theme" music for heroes, villains, rings, swords, love, or battles, was
an old tradition in opera long before it was borrowed by movies and
television.

2. Now discuss the movie. How many of the students have seen it? Who
are the main characters? Are there "good guys" and "bad guys"?
What's the main point of the plot; i.e. what are the main characters
trying to do? Are there objects or ideas that are so important that they
might get their own musical theme?

3. Once they have refreshed their memories about the movie, play some
of the music for them without a picture and preferably without
dialogue. The main title music or end title music is often a good place
to hear the different themes. Or you can cover the TV screen or turn it
away from the students and let them listen to the section of the movie
that you are about to show.

4. As they listen, ask them if they recognize any of the melodic themes as
belonging to certain characters. Is a certain melody "good guy music"
or "bad guy music"? Is there a romantic theme or a heroic or danger
theme? If they're not certain of specific associations, can they tell just
from listening to it whether it's for "good guys" or "bad guys", "love"
or "battle"? What are the musical difference between the different
types of themes? (They can use simple descriptives for this, but
encourage them to use any of the correct terminology they do know for
would be helpful, remind them of the terms they know by displaying
them where all the students can see and refer to them.)



5. Remind them to try to be aware of the music while they are watching
the movie. Ask them to notice how many different themes they can
hear and how often they appear and who or what they belong with. Do
you only hear them when a character is on the screen, or do you
sometimes hear them as a warning that something is about to happen
or even that someone is thinking about something?

6. Show the movie or part of it. When the music is particularly prominent
during the movie, point out the melody and ask who or what they think
that theme represents. Is it the same as always or has it changed,
perhaps to sound sadder, or sillier, or more exciting. If it changes, what
is happening in the story to make the music change? If the students are
too engrossed in the story, play one section of it repeatedly, to give
them more of a chance to view it analytically.

7. After the movie, repeat the discussion in steps 3 and 4, to see if the
students can now identify more of the themes.

8. Older students may be asked to write a short essay either summarizing
the class discussion, or writing an analysis of the use of a particular
motif in the movie (who or what it signifies, how and when it is heard,
how it changes, etc.). If you want each student to write an individual
analysis, explain the assignment and make sure the students can
recognize the motifs they are listening for, then allow them to take
notes as they watch the movie or section of the movie a final time.
With older students, this can also become a take-home individual or
group assignment, with the students watching a different movie than
the one discussed in class. (If you are concerned about their choice of
subject, have them pick a movie from a suggested list.)

Opera Motifs
Objectives and Assessment

e Grade Level - 8-12 (or younger with age-appropriate opera and
adequate preparation)

e Student Prerequisites - Students should be capable of remembering
and aurally recognizing specific melodies, regardless of small
alterations in melody, rhythm, texture, or timbre. This activity will



work best with students who have a mature attention span and some
familiarity with classical music.

o Teacher Expertise - The teacher should be familiar and comfortable
with the terms and concepts regarding motif, and should be familiar
with the opera to be presented, but training in music education is not
necessary.

e Time Requirements - Allow at least 30 minutes each for pre-
performance and post-performance discussions. Performance time will
depend on specific opera and venue.

e Objectives - The student will practice actively listening for and
recognizing specific motifs in opera music, and will understand the
musical and dramatic uses of opera motifs.

e Evaluation - Grade students on active participation in the class
discussion, and on essays if assigned.

Materials and Preparation

e You may want to prepare the class for this activity by doing the Motif
and/or Melodic Themes and Movies activities first. A lecture on the
terms and concepts regarding motif is the minimum necessary class
preparation for this activity.

e Arrange for the class to see a live opera performance performed
locally, or to watch in class a taped opera performance. Whether live or
taped, subtitles are important if the performance is in a foreign
language.

e See Melody, for a discussion of the concepts and terms that you may
want to introduce to the students before seeing the opera.

e [f this is a production by a local company, the easiest way to do this
may be to contact the opera company and ask if they have anyone who
does or is willing to do outreach or education programs. Ask for a
presentation to your class that includes two things: an introduction to
the plot and the characters, and an introduction to some of the
melodies that the students can listen for, that are associated with
certain characters, things, ideas, or events, especially if those melodies
can be heard in many places throughout the opera.

e [f the opera company cannot send someone, you may still be able to
find a local musician or music teacher (or college student!) who can




make this presentation to your class. If not, you may be able to make it
yourself using program notes from a recording of the opera. A text on
opera such as The Definitive Kobbe's Opera Book can also be helpful
in this regard, particularly if you play piano and can play the themes
and motifs in it for your class.

Procedure

 Introduce the students to some of the motifs or musical themes of the
opera, before they attend the performance. Recognizing the motifs
(and knowing what they represent) can make the performance much
more involving.

e The procedure for familiarizing the students with the motifs will
depend on the resources you have found. Try to ensure that the
students recognize at least the main motifs, whenever they hear them,
and know what each represents, before they attend the performance.
Tell them what the discussion points will be after the performance.

e Attend the performance, or watch the recording.

e Follow the performance with a short discussion. Which motifs did the
students notice the most? When did they hear them? (Who was on
stage; who was singing; what was happening in the plot?) What was
the connection with the character or plot?

e You may also follow the discussion with an assignment to write an
essay about the performance. Besides a discussion of the use of motifs,
subjects for the essay could include a synopsis and/or analysis of the
plot, a discussion of the characters or of the musical style, or a research
paper on the composer or the time period.

Composing and Improvising using Motifs
Objectives and Assessment

e Grade Level - 6-12

e Student Prerequisites - Students must have have some experience
playing instruments, and must be able to write common notation fairly
accurately.


https://cnx.org/content/m10880

e Teacher Expertise - The teacher should be trained in basic
performance, composition, and/or improvisation techniques.

e Time Requirements - Depending on the circumstances, you may
make this an individual homework assignment, and then have the
students play their compositions for each other during class time; or,
this can be an in-class group activity. Amount of time necessary
depends on student facility in composition and improvisation, and on
number of student or group performances.

e Objectives - The student will compose, manipulate and use motifs in
composition an/or improvisation.

e Evaluation - For assessment, look at melodic and rhythmic quality of
motif, ability to manipulate the motif in more than one way, and
successful use of the motif in the composition or improvisation.

Materials and Preparation

e Every student will need access to a musical instrument that they can
play comfortably. (Or, if this is a group project, one instrument and
player per group is sufficient. If the entire class is composing as a
group, the teacher may be the player.) Blank staff paper and pencils
with erasers will also be needed.

e [f this is an in-class activity, each group will need an individual space
(or time), so they can hear their own ideas being played. If this is not
possible, do the activity as a full-class group, with students taking
turns or cooperating in humming or singing ideas to be played and
written down by others.

e [f there is not sufficient "quiet space" in the classroom, and the
students have access to instruments at home or outside of class time,
make this an individual homework assignment.

Procedure

e FEach student or group will first write a short melodic motif.

e Each student or group should then experiment with the motif, finding
several different expressions of it (in a different key, for example, or
using different intervals or rhythms, or playing the motif "backwards"
or "upside-down") that are pleasant and still recognizable as that motif.
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e Each student or group will compose a short instrumental piece, using
at least three of the different expressions of the motif to make a
melody that is unified but interesting. (They may use each variation of
the motif as many times as they want.)

o [f the students are learning how to improvise, they may also be given
an opportunity to improvise using motifs. Unless the students are
already confident improvisers, they will still benefit from the exercise
of writing out and practicing a motif and its possible variations before
being asked to improvise using that motif (and its variations). If the
students are learning to improvise over changes, have them identify
which variations of the motif might work with particular chords before
they try to improvise. If they are beginning improvisers, ask them to
improvise their motif-based melody without a harmonic background,
or give them the changes and allow them to compose and memorize at
least one motif-based melody that works with the changes before
trying to improvise (with the same motif) over the changes.



Harmony
An introduction to one of the basic elements of music.

When you have more than one pitch sounding at the same time in music,
the result is harmony. Harmony is one of the basic elements of music, but
it is not as basic as some other elements, such as rhythm and melody. You
can have music that is just rhythms, with no pitches at all. You can also
have music that is just a single melody, or just a melody with rhythm
accompaniment.

But as soon as there is more than one pitch sounding at a time, you have
harmony. Even if nobody is actually playing chords, or even if the notes are
part of independent contrapuntal lines, you can hear the relationship of any
notes that happen at the same time, and it is this relationship that makes the
harmony.

Note:Harmony does not have to be particularly "harmonious"; it may be
quite dissonant, in fact. For the purpose of definitions, the important fact is
the notes sounding at the same time.

Harmony is the most emphasized and most highly developed element in
Western music, and can be the subject of an entire course on music theory.
Many of the concepts underlying Western harmony are explained in greater
detail elsewhere (see Triads and Beginning Harmonic Analysis, for
example), but here are some basic terms and short definitions that you may
find useful in discussions of harmony:

Harmony Textures

e implied harmony - A melody all by itself (Monophony) can have an
implied harmony, even if no other notes are sounding at the same time.
In other words, the melody can be constructed so that it strongly
suggests a harmony that could accompany it. For example, when you
sing a melody by itself, you may be able to "hear" in your mind the
chords that usually go with it. A Bach unaccompanied cello suite also
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has strongly implied harmonies; if someone really wanted to play an
accompaniment, the appropriate chords could be found pretty easily.
But some melodies don't imply any harmony; they are not meant to be
played with harmony, and don't need it to be legitimate music. (Good
examples of this include plainchant, some modern art music, and some
Non-Western music, for example, Native American flute music.)

e drones - The simplest way to add harmony to a melody is to play it
with drones. A drone is a note that changes rarely or not at all. Drones
can be most easily found in bagpipes music, Indian Classical music
and other musics that use instruments that traditionally play drone
notes. (See Harmony with Drones.)

o parallel harmony - Parallel harmony occurs when different lines in
the music go up or down together (usually following the melody). (See
Parallel Harmonies for examples.)

e homophony - Homophony is a texture of music in which there is one
line that is obviously the melody. The rest of the notes are harmony
and accompaniment. (See Homophonic.)

e polyphony or counterpoint - Both of these terms refer to a texture of
music in which there is more than one independent melodic line at the
same time, and they are all fairly equal in importance. (See Polyphonic
and Counterpoint.)

Chords

e chords - In Western music, most harmony is based on chords. Chords
are groups of notes built on major or minor triads. In traditional triadic
harmony, there are always at least three notes in a chord (there can be
more than three), but some of the notes may be left out and only
"implied" by the harmony. The notes of the chord may be played at the
same time (block chords), or may be played separately with some
overlap, or may be played separately but in a quick enough succession
that they will be "heard" as a chord or understood to imply a chord
(arpeggiated chords or arpeggios).

e chord progression - A series of chords played one after another is a
chord progression. Musicians may describe a specific chord
progression (for example, "two measures of G major, then a half
measure of A minor and a half measure of D seventh", or just "G, A
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minor, D seventh™) or speak more generally of classes of chord
progressions (for example a "blues chord progression"). Please see
Beginning Harmonic Analysis for more information.

Harmonic Analysis

e functional harmony - Harmony can simply be more than one note
sounding at a time, providing texture and interest to a piece; drones are
one example of this non-functional type of harmony. One of the most
important features of common practice music, however, is functional
harmony. This is harmony in which each chord functions in a specific
way in the key, and underpins the form of the piece of music. For an
introduction to functional harmony, see Beginning Harmonic Analysis

e harmonic rhythm - The harmonic rhythm of a piece refers to how
often the chords change. Music in which the chords change rarely has
a slow harmonic rhythm; music in which the chords change often has a
fast harmonic rhythm. Harmonic rhythm can be completely separate
from other rhythms and tempos. For example, a section of music with
many short, quick notes but only one chord has fast rhythms but a slow
harmonic rhythm.

e cadence - A cadence is a point where the music feels as if it has come
to a temporary or permanent stopping point. In most Western music,
cadence is tied very strongly to the harmony. For example, most
listeners will feel that the strongest, most satisfying ending to a piece
of music involves a dominant chord followed by a tonic chord. In fact,
a song that does not end on the tonic chord will sound quite unsettled
and even unfinished to most listeners. (See Cadence.)

e diatonic - Diatonic harmony stays in a particular major or minor key.

e chromatic - Chromatic harmony includes many notes and chords that
are not in the key and so contains many accidentals.

e dissonance - A dissonance is a note, chord, or interval that does not fit
into the triadic harmonies that we have learned to expect from music.
A dissonance may sound surprising, jarring, even unpleasant.

Accompaniment

e accompaniment - All the parts of the music that are not melody are
part of the accompaniment. This includes rhythmic parts, harmonies,
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the bass line, and chords.

e melodic line - This is just another term for the string of notes that
make up the melody.

e bass line - The bass line is the string of notes that are the lowest notes
being sung or played. Because of basic laws of physics, the bass line
sets up the harmonics that all the other parts - including the melody -
must fit into. This makes it a very important line both for tuning and
for the harmony. The bass line also often outlines the chord
progression, and it is often the most noticeable line of the
accompaniment.

e inner parts or inner voices - Accompaniment parts that fill in the
music in between the melody (which is often the highest part) and the
bass line.

e descant - The melody is not always the highest line in the music.
Attention is naturally drawn to high notes, so a part that is higher than
the melody is sometimes given a special name such as "descant". This
term is an old one going all the way back to when harmonies first
began to be added to medieval chant. (See Counterpoint for more
about descants.)

Suggestions for activities that introduce young students to harmony may be
found in Harmony with Drones, Simple Chordal Harmony, Parallel
Harmonies, and Independent Harmonies.
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Harmony with Drones
Activities that introduce this simplest kind of harmony.

Drones - notes that do not change, or change very rarely - are the simplest
type of musical accompaniment. Here is a lesson plan for introducing
students to harmony, and to part singing, by having them learn this simplest
type of accompaniment.

Goals and Standards

e Goals - The students will learn what the term drone refers to, in
music, will learn to recognize drones when heard, and will learn to
play or sing an appropriate drone along with a melody.

e Music Standards Addressed - National Standards for Music
Education standards 1 (singing, alone and with others, a varied
repertoire of music), 2 (performing on instruments, alone and with
others, a varied repertoire of music), 6 (listening to, analyzing, and
describing music),

e Grade Level - Recommended for grades 4-8, but with music of age-
appropriate difficulty, adaptable for K-12.

e Student Prerequisites - Before attempting this lesson, the students
should be able to sing a melody, together, with accurate pitch and
rhythm. This lesson is a good one to begin the students' exploration of
singing in parts.

o Teacher Expertise - Teacher expertise in training students in part-
singing, and in conducting and accompanying a music class, is
recommended.

e Time Requirements - Depends on the difficulty of the piece to be
learned, and the students' abilities to learn parts quickly.

e Objectives - The students will listen to a short explanation, with
musical examples, of drone accompaniment in music. The students
will learn to sing a song, and will also learn to perform (on voice or
instrument) the drone accompaniment for the song.

e Evaluation - Assess student learning by evaluating class participation
in the singing and playing. You may also quiz students, following this
lesson, by playing short audio examples and asking them whether the
accompaniment is, or includes, a drone. Advanced students may be
tested following all of the harmony lessons, by playing audio examples
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and asking them to identify the type of accompaniment (drone, chordal
harmony, counterpoint, etc.).

e Adaptations - Students who cannot sing, or cannot sing well, may be
asked to simply provide the drone accompaniment to a tune, on
appropriate instruments. Students who are having trouble singing parts
can be asked to sing the melody and play the drone accompaniment on
a simple instrument.

e Extensions - Advanced music students may be asked to compose a
tune with a drone, or to arrange an appropriate tune by adding a drone
accompaniment.

Materials and Preparation

 If at all possible, arrange to play several different recordings for the
class that include drone accompaniments. Audio recordings are fine,
but if the drone is produced by an unfamiliar instrument, video
recordings are even better. Bagpipe music or classical music from
India will probably be the easiest examples to find, but some more
uncommon instruments from various music traditions, like the
Appalachian dulcimer (not the hammered dulcimer) may also have
drones.

e Decide on a song to teach your students that has a drone part in the
voice or on instruments. Collections of Scottish folk songs may
include some useful arrangements, or you may use one of the
arrangements below. Get on Board is recommended for younger or
less musically experienced students, and Rio Grand is recommended
for older or more musically experienced students.

e [f the students are going to play rather than sing the drones,
appropriate instruments must be provided. Bells, keyboard
instruments, and stringed instruments are all recommended.
Instruments that are difficult for students to play in tune (such as
recorder), are not recommended. Instruments in which the sound dies
away quickly (such as some xylophones) are not recommended.

e If it is possible, arrange to have a live demonstration, or have the class
attend a concert, that includes bagpipes, tambura, or other traditional
drone instrument.



Procedure

1.

Ul

Explain to your students that a drone is the simplest kind of harmony.
The melody is played along with one or two notes that never change,
or change rarely.

. Play your example recordings for them. Can they identify the drone

notes by humming or singing along with the instruments?

. Hand out the copies of the song you are going to teach them. Teach all

of the students the melody, going over it as many times as necessary
until they are confident.

. Teach all of the students to sing or play a drone part.
. Divide the class into groups, letting each group have a turn playing or

singing the drone(s) while the other groups sing the melody. The
melody should be louder than the drone, so the groups should only be
large enough that one group can confidently play or sing the drone,
and be heard.

Performance Notes for "Get on Board"

If you feel the reference to the gospel is inappropriate for your
classroom, you can easily change the word to something more secular
or universal, for example "the freedom train..."

The tune and lyrics are in the public domain. The arrangement is the
author's and is covered by the same Creative Commons attribution
license as the rest of this lesson; feel free to use it as long as the author
and source are properly attributed.

You can listen to a MIDI file of the arrangement.

Part 1 is the melody, to be sung. Part 2 is the drone, which may be
sung on a simple syllable ("woo" might suggest a train sound, for
example), sung using words from the melody, or played on an
instrument.

Drones are usually lower than the melody, but if the G drone is too low
for young singers, they may sing it an octave higher than written. If the
class can sing the melody high enough, you may prefer to transpose
the entire arrangement to a higher key.

This arrangement is compatible with the arrangements in Parallel
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Counterpoint Activities. You may want to use several of these
arrangements together, in teaching or performance situations.

Get On Board
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Performance Notes for "Rio Grand"



e The tune and lyrics are in the public domain. The arrangement is the
author's and is covered by the same Creative Commons attribution
license as the rest of this lesson; feel free to use it as long as the author
and source are properly attributed.

e [t is probably historically accurate to use the "Texas" rather than the
Spanish pronunciation: "REE-oh GRAND".

e You can listen to a MIDI file of the arrangement.

e Drones are usually lower than the melody. Altos should be able to sing
the upper drone in this arrangement. To allow girls to sing both drones,
you may either transpose the entire arrangement so that it sounds
higher, or simply allow girls to sing the drones an octave higher than
written. Although unusual, this can be effective, particularly if the
boys are singing the melody in a lower octave.

e This arrangement is compatible with the arrangements in Parallel
Counterpoint Activities. You may want to use several of these
arrangements together, in teaching or performance situations.

Rio Grand
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Simple Chordal Harmony

Introduction

One simple way to provide harmony for a melody is to add chords. The
notes of each chord may be played all at once (block chords), or they may
be played one at a time (broken or arpeggiated chords). For example, a
person playing a guitar can strum the chord (this would be a "block" chord)
or use a picking style to play "broken" chords. As long as the
accompaniment is just chords, and not a different melody, it still belongs in
this category of simple chordal accompaniment. Another very common way
to play simple chordal accompaniments is to alternate playing the bass note
of the chord and the rest of the chord. This is the "oom-pah-oom-pah"
(bass-chord-bass-chord) or "oom-pah-pah-oom-pah-pah" (bass-chord-
chord-bass-chord-chord) that you often hear pianos or bands playing.

This kind of harmony is unusual in classical music and also in
professionally produced popular musics, but it is very common in Western
music wherever people are making music for their own enjoyment: folk
musics, sing-alongs, informal dances, children's music, some styles of
sacred music, and amateurs playing pop music for fun. One of the features
of Western music, in fact, is instruments that easily play this kind of
accompaniment. The many keyboard instruments, guitar, banjo, lute,
accordions, and dulcimers are some of the more common, but there are
plenty of uncommon ones, too. (Can you or your students name any?)

Activities
Materials and Preparation

e Find an audio player and some recordings of music that is melody with
only chordal accompaniment. You will find some suggestion at the end
of the lesson.

e Have the tapes ready to play at the right spot, or know CD track
numbers.

e Choose a song for the class to sing with chordal accompaniment. You
(or someone) can accompany them with simple or arpeggiated chords



on keyboard or guitar, or you can teach them to sing the chords. If they
are going to sing the accompaniment, choose a song with few chord
changes, unless you and they are up to a challenge. (If you are looking
for a challenge, they might enjoy learning "The Lion Sleeps Tonight";
the "wi-mo-wep" part is just rhythmical chords.) If you want to try
something pretty simple, you may use "She'll Be Comin' Round the
Mountain". You can play (or have someone else play) the chords on an
instrument, or you can have some of the students sing the chords with
"oohs".

e [f your students would find it useful, have plenty of copies for them of
the song you have chosen.

e [f someone is going to play an accompaniment, you will need your
accompanist and instrument. If the students are going to sing the song
you have chosen, you may need a pitchpipe or keyboard to give them
their beginning notes.

If you need to hear any of the parts, here are the melody alone, the
high whoos, the middle whoos, the low whoos, all the whoos together,
and all the whoos with the melody. All parts start on the same note, so

that you do not need a pitchpipe or musical instrument to give all the
parts their beginning notes. They do not necessarily even have to start
on a D; just start them all out on the same (reasonably low) note.

She'll be Comin' Round the Mountain
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The students can be accompanied by a piano, guitar,
banjo, accordion, autoharp, or dulcimer, playing the
chords (in red) in whatever manner suits the
instrument and player. Or you may have some
students sing the melody, while some sing the chords.
If each "woo" chord begins with a slight dip, the
effect will be a little like a train whistle.
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Procedure

1. Explain that one of the easiest ways to add harmony to a melody is to
simply play (or sing) the chords along with it.
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. Play your chosen recorded examples for the class. Explain that the

notes of the chords may be played one at a time; as long as the
accompaniment is just broken up chords and not another melody, it is
still just a simple chordal harmony.

. If you have them, hand out copies of the song they are going to learn.
. Teach the entire class the melody.
. If you are or have an accompanist, have them sing the melody again,

first with the accompanist playing block chords, then again with a
simple chord-based accompaniment.

. If they are going to sing the accompaniment, assign each student a part

(low, middle, or high note of the chord), and teach them the part. Once
they can sing just the chords together, leave half of them on the chords
and let the other half sing the melody. Then let everyone switch parts.

Listening Suggestions

As mentioned above, most professionally produced recordings, whether
popular, jazz, or classical, feature more complex accompaniments. Here are
some places to look for this simple musical texture.

Two classical works that do feature this texture are "The March of the
Toreadors" from Bizet's Carmen and the familiar "graduation march"
tune from Elgar's Pomp and Circumstance #1. (If you do look up a
recording of the Elgar piece, it is not the beginning of the piece that
you want to listen to; the familiar tune comes later on).

Consider arranging for a live performance for your class. Ask anyone
who plays guitar or piano competently for a demonstration of simple
chordal accompaniments. They may be willing to provide the melody
also, on their instrument or vocally, or they may be able to provide a
soloist or may ask the class to help by singing the melody.
Recordings that are meant for children, the many "Wee Sing" tapes, for
example, often feature simple chordal accompaniments.

Many folk artists and blues artists who perform solo (Joan Baez or
Odetta, for example) have made recordings in this style.

Some solo piano music (Chopin's Prelude No. 4 in E minor or
Nocturne No. 2 in E flat, for example) and solo classical guitar (the
"Granada" movement of Albeniz' Suite Espanola, for example).



e Some classic ragtime, like Joplin's "Maple Leaf Rag" feature a simple
"oom-pah" acompaniment.



Parallel Harmonies
Activities for introducing children to parallel harmony.

Introduction

Parallel harmony is harmony that generally follows the melody, going up
when the melody goes up and down when the melody goes down. Because
parallel harmonies are not independent of the melody, they do not follow
the rules of well-written counterpoint and are generally not considered to be
as interesting as independent harmony parts. However, parallel harmonies
are easier to play for many instruments (keyboard instruments, guitar, dobro
guitar, violin, and cello, to name just a few). Parallel harmonies are also
very easy for even the "untrained ear" to grasp, and are very common in
popular and folk musics. In Western classical music, they are most common
in Impressionist music and in some types of medieval chant.

Parallel harmonies can be "precisely" parallel; for example, the "harmony
line" of a medieval chant may be a perfect fifth higher or lower than the
melody at all times. However, using this kind of exact shadowing not only
results in a line that is less interesting (because it is already being heard in
the melody), in common practice music it can result in notes that do not fit
into the functional harmony of the piece. It is very common, therefore, to
adjust a parallel harmony line so that it does not clash with the chord
progression that is the underlying structure of the harmony. The adjustments
are often small, for example, an interval of a minor third following a row of
major thirds. Larger adjustments, or motion in a different direction (for
example, with the harmony line moving up or staying on the same pitch
while the melody moves down), may also be used to make the line pleasant,
without changing its status as "basically a parallel harmony".

Activities
Goals and Standards

e Goals - The students will learn what the term parallel harmony refers
to, in music, will learn to recognize it when heard, and will learn to
sing in parallel harmony
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Music Standards Addressed - National Standards for Music
Education standards 1 (singing, alone and with others, a varied
repertoire of music), 6 (listening to, analyzing, and describing music),
and 8 (understanding relationships between music, the other arts, and
disciplines outside the arts).

Grade Level - Recommended for grades 4-8, but with music of age-
appropriate difficulty, adaptable for K-12.

Student Prerequisites - Before attempting this lesson, the students
should be able to sing a melody, together, with accurate pitch and
rhythm. It is not necessary, but you may wish to do the Harmony with
Drones activity before this one. If you believe the students may not
understand the concept of melodic contour, you may also wish to do
the Shape of a Melody activity before discussing parallel contours.
Teacher Expertise - Teacher expertise in training students in part-
singing, and in conducting and accompanying a music class, is
recommended.

Time Requirements - Depends on the difficulty of the piece to be
learned, and the students' abilities to learn parts quickly.

Objectives - The students will participate in a discussion of the
meaning of the word "parallel”, and listen to a short explanation, with
musical examples, of parallel harmony. The students will listen to
music with parallel harmony and will learn to sing a song in parallel
harmony

Evaluation - Assess student learning by evaluating class participation
in the singing. You may also quiz students, following this lesson, by
playing short audio examples and asking them whether the
accompaniment features parallel harmony. Advanced students may be
tested following all of the harmony lessons, by playing audio examples
and asking them to identify the type of accompaniment (drone, parallel
harmony, counterpoint, etc.).

Adaptations - Students who cannot sing, or cannot sing well, may be
asked to simply recognize the contours of melody and harmony when
they are heard, and recognize parallel harmony when heard. If they can
play a melody instrument, the lesson can be adapted to learn to play
parallel parts instead of singing them.

Extensions - Advanced music students may be asked to add a parallel
harmony to a composition or to a given melody. In this case,
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discussion of how to adjust the harmony line to fit the chord structure
of the piece may be necessary.

Materials and Preparation

 If at all possible, arrange to play several different recordings for the
class that prominently include parallel harmonies. (See suggestions
below.) A live demonstration, for example on piano, guitar, xylophone,
or violin, is also very effective, as the students can see the note
positions moving in parallel.

e Decide on a song to teach your students that includes a simple parallel
harmony. You may use one of the arrangements below. Get on Board
is recommended for younger or less musically experienced students,
and Rio Grand is recommended for older or more musically
experienced students.

Procedure

1. If desired, you can tie this lesson to many other subjects, including
mathematics, social studies, and literature. Begin with a discussion of
the meaning of the word parallel. Demonstrate, or ask the students to
describe the literal meaning of the word, from geometry. You can also
ask the students what they think would be meant by some of the

mwon

following phrases: "parallel parking", "a science fiction story in a
parallel universe", "the road running parallel to the river", "the many
parallels between the two cases", or "living parallel lives", If you
would like to tie the lesson to geography, a discussion, with
demonstration using a globe if necessary, explaining why lines of
latitude (but not longitude) are "parallels", can be enlightening.

2. Explain to your students that one kind of harmony that you can add to
music is called parallel harmony. Like a road running parallel to a
river, a parallel harmony changes direction to match whatever the
melody is doing. This is often more interesting than drones but it is
less complex and interesting than independent harmony.

3. In geometry, parallel lines are lines that are going in exactly the same
direction, always the same distance from each other,so that they seem
to follow each other and yet never meet or cross each other. The two
long sides of a ruler are a good example. With older, musically




experienced students, you may wish to point out that, in music,
"parallel" parts may be precisely parallel (always staying the same
distance from each other), or only "sort of" parallel. The step 1
discussion can include a discussion of which types of parallel are
precise, and which are not, and you may ask students to analyse the
piece that they are singing, to see just how parallel the parts are.

4. Play your live and/or recorded examples of parallel harmony. Many
pieces feature parallel harmony only in certain spots; can the students
identify when a parallel part begins and ends, or when it strays from
being parallel?

. If you have copies of the song for the students, hand them out.

6. Depending on the abilities and logistics in your class, you may teach
all the students both the melody and the harmony, or you may divide
the class up and teach each group only one part. It may take several
sessions for both groups to be able to sing their parts with enough
confidence. It often works best to have more students on the melody,
but some of the stronger singers on the harmony.

ul

Performance Notes for "Rio Grand"

e The tune and lyrics are in the public domain. The arrangement is the
author's and is covered by the same Creative Commons attribution
license as the rest of this lesson; feel free to use it as long as the author
and source are properly attributed.

e You can listen to a MIDI file of the arrangement.

e Part 1 is the melody. Part 2 is mostly parallel harmony. Whenever the
harmony drops out, you may let those singers rest, have them join the
melody, or have that part sung by a soloist (as working sailors often
would have done).

e This arrangement is written for women on the melody and men on the
harmony. A male soloist may sing the melody an octave lower.

e [t is probably historically accurate to use the "Texas" rather than the
Spanish pronunciation: "REE-oh GRAND".

e You may want to use this arrangement, in teaching or performance, in
conjunction with the arrangements in Harmony with Drones, Simple
Chordal Harmony, Independent Harmonies, and Counterpoint
Activities.
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Rio Grand

Traditional
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Performance Notes for "Get on Board"



The tune and lyrics are in the public domain. The arrangement is the
author's and is covered by the same Creative Commons attribution
license as the rest of this lesson; feel free to use it as long as the author
and source are properly attributed.

You can listen to a MIDI file of the arrangement.

Part 1 is the melody. Part 2 is, in most places, an adjusted-parallel
harmony. Both parts should use the same lyrics.

You may want to use this arrangement, in teaching or performance, in
conjunction with the arrangements in Harmony with Drones, Simple
Chordal Harmony, Independent Harmonies, and Counterpoint
Activities.
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Get on Board, Little Children

Traditional
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Get on Board, Little Children
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Listening Suggestions



There is plenty of parallel harmony to be found in the following:

e medieval chant

e some ragtime tunes, such as Scott Joplin's "The Entertainer"

e many popular "Country" music songs and modern Hawaiian pop tunes,
especially in the vocals and in the dobro guitar parts, and in some folk
styles (listen to the group Ladysmith Black Mambazo, for example)

e many pieces for solo violin, such as Brahms' Hungarian dances (listen,
for example, to the slow sections of "Hungarian Dance No. 4 in Bm")

 the saxes and brass in some Big Band jazz tunes such as "String of
Pearls" and "In the Mood"

* here and there in symphonic music; for example listen to the flutes in
the "Dance of the Mirlitons" in Tchaikovsky's The Nutcracker, or in
the "Gypsy Song" from Bizet's Carmen



Independent Harmonies

Introduction

A harmony is independent of the melody; if it is often doing something
different from the melody. Even if it is not independent enough to be
counterpoint, such harmony adds more depth and interest to the music than
drones, parallel harmonies, or simple chordal accompaniments. So this type
of harmony is extremely popular for hymns and other choral arrangements,
and it is also very common in instrumental music and in instrumental
accompaniments.

What makes a harmony or accompaniment part independent?

e [f it often has different rhythms than the melody, it is independent.

e Even if it has the same rhythms as the melody, it is independent if it is
often moving in a different direction from the melody; for example, the
harmony part is going down when the melody is going up.

o [f a harmony is truly independent, then even when it is moving in the
same direction as the melody, it is usually moving by a different
interval. For example, if the melody is going up by perfect fourth, it
might go up by a single half step.

Independent harmonies are not quite counterpoint. In order to be considered
true counterpoint or polyphony, the different parts must be not only
independent, they must also sound like equally important melodies. Is there
always a very clear line between independent harmony and counterpoint?
No! Remember that all of the rules and definitions in music theory
("counterpoint", "harmony", "minor keys") were all made up to describe
what good composers were already doing; they do not define what a
composer is allowed to do. If the composer - or performer - likes, an
independent line can easily drift back and forth between being a
background, harmony part, and being so important that it becomes a

countermelody.

But in much classical and popular music, there is one line that is clearly the
melody. The harmonies or accompaniment parts are all clearly
"background", but they still follow most of the important rules of
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counterpoint. The most important rule of counterpoint is that two lines
should not move in parallel. In other words, when the melody goes down
one step, the harmony should do something other than going down one step;
it can go down by a different interval, or stay the same, but it is best if it
goes up. When the melody goes up a perfect fourth, the harmony should do
anything other than go up a perfect fourth. Independent harmonies also
follow this rule.

For much homophonic music, following this basic rule about contrasting
intervals is enough. In particular, there is a great deal of choral music (most
traditional Western hymns, for example) in which all the parts have
different intervals but use the same rhythms, so that everybody is singing
the same word at the same time. This type of texture is sometimes called
homorhythmic.

Other harmony or accompaniment parts are even more independent, and
have a different rhythm from the melody also. Good examples of this are
the bass line in most pop songs or the instrumental parts accompanying an
opera aria. In these types of music, as well as in much jazz and symphonic
music, there is one line that is clearly the melody, but the other parts aren't
simply following along with the melody. They are "doing their own thing".

Activities
Materials and Preparation

e You will need an audiotape or CD player.

e Choose some music with independent harmonies for your students to
listen to. (There are some suggestions below.) If you have the class
time for it, and you have not already covered monody, drones, chordal
harmonies, and parallel harmonies, you may want to include some
examples of these for contrast. Suggested recordings for these other
textures can be found in those lessons.)

e Choose a song with independent harmonies for them to learn. Since
this is fairly challenging, keep it simple unless you have older,
musically trained students. If your students are up to the challenge, this
type of harmony is not difficult to find; most SATB choral
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arrangements feature independent harmonies. If you would like a very
simple example for young or musically inexperienced students, or if
you are not experienced enough to tackle full-fledged harmonies, you
may use "Train is a-Comin', below. In this version, much of the song
is in unison, with simple (but independent) harmonies in only a few
places in the music. If you need to, listen to the melody, higher
harmony, and lower harmony, and all the parts together.

If you would like, arrange for an accompanist. An accompanist is not
necessary for this style of singing (not even for a simple piece like
"Train is a-Comin""), but it may make things much easier or more
comfortable for the singers.

Have enough copies of the words and music for the students.

Train is a-Comin'
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an extensive high harmony; give this to a few
students who are ready for a challenge. Blue

notes are a very small low harmony part, which
can be ignored if you like; if you have a few more
students who can sing a few notes that are not in

the melody, give this part to them. Everyone


clbr://internal.invalid/book/contents/resources/731e2eef1a4bc9df7dffe764aa53d168c9b18fde.midi
clbr://internal.invalid/book/contents/resources/552e21e1431d1d315f9b9227fb2afad3495dca49.midi
clbr://internal.invalid/book/contents/resources/1a5b73ad31d7daa065ce7ba88537c670fa328c4e.midi
clbr://internal.invalid/book/contents/resources/92793c854d3c9fa3dd0240976b5194fa9619b4b9.midi

should sing the melody whenever they do not
have a harmony part.

Procedure

1. Using the introduction above as a guide, talk with the class about
independent harmonies. Introduce any definitions you want them to
learn, and contrast this musical texture with any other textures you
have studied or will study, including monody, drones, parallel
harmonies, chordal harmonies, and counterpoint.

2. Play some of your examples of music with independent harmonies or
accompaniment. Ask the students to hum along with the melody the
first time. Play the example again. Can they hum along with the bass
line or another harmony or accompaniment part the second time? How
different are the parts?

3. If you have them, play some of your examples of monody, drones,
parallel harmony, chordal accompaniment, and counterpoint, for
contrast. If you have also studied these other textures, identify them as
they are listening to them.

4. If you have enough examples, play some more, asking the students to
identify the pieces with independent harmonies. Can they identify the
other textures as well?

5. Divide the students into higher and lower voices and assign
appropriate parts for the song they will sing.

6. Teach each group its part (this may be done over the course of several
sessions) and have them practice it alone before attempting to combine
the groups.

The suggestions for recordings to look for are pretty vague because there is
so much music in this category. It is very easy to find, so you should not
spend a lot of time looking for specific recordings. Just make sure there is
one clear and obvious melody in your selections, but that the
accompaniment to it is interesting and independent of the melody. The
choral selections will be more likely to be homorhythmic, so that the words
can be easily understood, whereas instrumental accompaniments will tend
to be even more independent.



Suggested Listening List

e Almost any chorus from a Gilbert and Sullivan opera.

e Recordings of choirs singing traditional (nineteenth-century) hymns.

 If you have trouble hearing hymn harmonies, try listening to the
chorales of Bach's Christmas Oratorio (Weinachts Oratorium). The
chorales are not contrapuntal - the melody is clearly in the soprano
part, and the different parts sing the same words at the same time - but
it is unusually easy to hear that the parts are in fact quite different from
each other.

e Pop music with a solo singer, a strong bass line, and interesting
instrumental accompaniment.

e Most opera arias and many opera choruses.

e This is also one of the most common textures in orchestral music,
particularly in classical-era and Romantic-era symphonies (Mozart,
Haydn, Beethoven, Schubert, etc.) But be aware that in symphonic
music, texture can change often and quickly.



The Textures of Music
A short introduction to the basic element of music called texture.

Introduction

Texture is one of the basic elements of music. When you describe the
texture of a piece of music, you are describing how much is going on in the
music at any given moment. For example, the texture of the music might be
thick or thin, or it may have many or few layers. It might be made up of
rhythm only, or of a melody line with chordal accompaniment, or many
interweaving melodies. Below you will find some of the formal terms
musicians use to describe texture. Suggestions for activities to introduce the
concept of texture to young students can be found in Musical Textures
Activities.

Terms that Describe Texture

There are many informal terms that can describe the texture of a piece of
music (thick, thin, bass-heavy, rhythmically complex, and so on), but the
formal terms that are used to describe texture all describe the relationships
of melodies and harmonies. Here are definitions and examples of the four
main types of texture. For specific pieces of music that are good examples
of each type of texture, please see below.

Monophonic

Monophonic music has only one melodic line, with no harmony, or
counterpoint. There may be rhythmic accompaniment, but only one line that
has specific pitches. Monophonic music can also be called monophony. It
is sometimes called monody, although the term "monody" can also refer to
a particular type of solo song (with instrumental accompaniment) that was
very popular in the 1600's.

Examples of Monophony

e One person whistling a tune
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e A single bugle sounding "Taps"

e A group of people all singing a song together, without harmonies or
instruments

e A fife and drum corp, with all the fifes playing the same melody

Homophonic

Homophonic music can also be called homophony. More informally,
people who are describing homophonic music may mention chords,
accompaniment, harmony or harmonies. Homophony has one clearly
melodic line; it's the line that naturally draws your attention. All other parts
provide accompaniment or fill in the chords. In most well-written
homophony, the parts that are not melody may still have a lot of melodic
interest. They may follow many of the rules of well-written counterpoint,
and they can sound quite different from the melody and be interesting to
listen to by themselves. But when they are sung or played with the melody,
it is clear that they are not independent melodic parts, either because they
have the same rhythm as the melody (i.e. are not independent) or because
their main purpose is to fill in the chords or harmony (i.e. they are not really
melodies).

Examples of Homophony

e Choral music in which the parts have mostly the same rhythms at the
same time is homophonic. Most traditional Protestant hymns and most
"barbershop quartet" music is in this category.

e A singer accompanied by a guitar picking or strumming chords.

e A small jazz combo with a bass, a piano, and a drum set providing the
"rhythm" background for a trumpet improvising a solo.

» A single bagpipes or accordion player playing a melody with drones or
chords.

Polyphonic



Polyphonic music can also be called polyphony, counterpoint, or
contrapuntal music. If more than one independent melody is occurring at
the same time, the music is polyphonic. (See counterpoint.)

Examples of Polyphony

e Rounds, canons, and fugues are all polyphonic. (Even if there is only
one melody, if different people are singing or playing it at different
times, the parts sound independent.)

e Much Baroque music is contrapuntal, particularly the works of J.S.
Bach.

e Most music for large instrumental groups such as bands or orchestras
is contrapuntal at least some of the time.

e Music that is mostly homophonic can become temporarily polyphonic
if an independent countermelody is added. Think of a favorite pop or
gospel tune that, near the end, has the soloist "ad libbing" while the
back-up singers repeat the refrain.

Heterophonic

A heterophonic texture is rare in Western music. In heterophony, there is
only one melody, but different variations of it are being sung or played at
the same time.

» Heterophony can be heard in the Bluegrass, "mountain music", Cajun,
and Zydeco traditions. Listen for the tune to be played by two
instruments (say fiddle and banjo) at the same time, with each adding
the embellishments, ornaments, and flourishes that are characteristic of
the instrument.

¢ Some Middle Eastern, South Asian, central Eurasian, and Native
American music traditions include heterophony. Listen for traditional
music (most modern-composed music, even from these cultures, has
little or no heterophony) in which singers and/or instrumentalists
perform the same melody at the same time, but give it different
embellishments or ornaments.



Suggested Listening

Monophony

Any singer performing alone

Any orchestral woodwind or brass instrument (flute, clarinet, trumpet,
trombone, etc.) performing alone. Here is an example from James
Romig's Sonnet 2, played by John McMurtery.

A Bach unaccompanied cello suite

Gregorian chant

Most fife and drum music

Long sections of "The People that Walked in Darkness" aria in
Handel's "Messiah" are monophonic (the instruments are playing the
same line as the voice). Apparently Handel associates monophony
with "walking in darkness"!

Monophony is very unusual in contemporary popular genres, but can
be heard in Queen's "We Will Rock You."

Homophony

A classic Scott Joplin rag such as "Maple Leaf Rag" or "The
Entertainer"

The "graduation march" section of Edward Elgar's "Pomp and
Circumstance No. 1"

The "March of the Toreadors" from Bizet's Carmen

No. 1 ("Granada") of Albeniz' Suite Espanola for guitar

Most popular music genres strongly favor homophonic textures,
whether featuring a solo singer, rapper, guitar solo, or several vocalists
singing in harmony.

The opening section of the "Overture" Of Handel's "Messiah" (The
second section of the overture is polyphonic)

Polyphony

Pachelbel's Canon
Anything titled "fugue" or "invention"
The final "Amen" chorus of Handel's "Messiah"
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e The trio strain of Sousa's "Stars and Stripes Forever", with the famous
piccolo countermelody

e The "One Day More" chorus from the musical "Les Miserables"

e The first movement of Holst's 1st Suite for Military Band

e Polyphony is rare in contemporary popular styles, but examples of
counterpoint can be found, including the refrain of the Beach Boys'
"Good Vibrations," the second through fourth verses of Simon and
Garfunkel's "Scarborough Fair/Canticle," the final refrain of Jason
Mraz's "I'm Yours," and the horn counterpoint in Ghost of a Saber
Tooth Tiger's "Lavender Road."

Heterophony

e There is some heterophony (with some instruments playing more
ornaments than others) in "Donulmez Aksamin" and in "Urfaliyim
Ezelden" on the Turkish Music page. You can also try simply
searching for "heterophony" at YouTube or other sites with large
collections of recordings.

e Here is an example featuring children simultaneously singing three
different children's songs that are set to the same tune: "Baa, Baa black
sheep," "Twinkle, twinkle, little star," and "The Alphabet Song." The
result is heterophonic.

e The performance of "Lonesome Valley" by the Fairfield Four on the
"O Brother, Where Art Thou" soundtrack is quite heterophonic.
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A Musical Textures Activity
A lesson plan for an activity that introduces students to monophony,
homophony, polyphony, and heterophony.

For an explanation of musical texture terms, please see The Textures of
Music. Below are a classroom activity that will familiarize your students
with any of the texture terms you want them to know, and a list of
suggested musical examples of each texture.

Goals and Assessment

e Goals - The student will learn to recognize different musical textures
when presented aurally, and to use appropriate terminology in
discussing texture in music.

e Grade Level - K-12

e Student Prerequisites - none

o Teacher Expertise - Teacher expertise in music education is not
necessary to present this activity. The teacher should be familiar and
comfortable with the terms and concepts regarding musical texture,
and, when listening to music, should be able to identify the texture.

e Time Requirements - All four textures may be presented in one
(approximately 45-minute) class period. You may prefer to break the
activity up and present it in several 10-15-minute sessions, with each
session reviewing previously-learned textures and introducing one new
texture. The final session can then be a short reminder-review and
listening test.

e Music Standards Addressed - National Standards for Music
Education standard 6 (listening to, analyzing, and describing music). If
several of your musical examples are from other cultures or time
periods, this activity also addresses standard 9 (understanding music in
relation to history and culture).

e Objectives - For each musical texture studied, the student will listen to
several clear examples of the texture and learn the appropriate terms to
describe it. Listening to several new "mystery" excerpts, the student
will determine whether it is or is not an example of the texture being
studied. Finally, the student will listen to several more "mystery"
excerpts and correctly name the texture heard.
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e Evaluation - Assess student learning by grading the completed
worksheet or noting accuracy of verbal answers.

e Follow-up - To help these concepts enter long-term memory, continue
to talk about the "texture" of musical pieces throughout the rest of the
year. Ask students to identify the texture of a new piece they are
learning to sing or play, or discuss the tendency of music from
particular cultures or time periods to be one texture or another.

Materials and Preparation

e You will need a CD or tape player.

e Gather music recordings that illustrate each texture you would like to
cover. Use the suggestion list below, or make your own choices based
on your music library and students' preferences.

e Know the track number for each of your examples, or have the tape
ready to play at the right spot.

e If you wish, make copies of this hand-out for your students. The
handout is available as a PDF file. It is also included here as a figure,
but the PDF file will make a nicer-looking handout. You can cover up
or black out any terms you will not be covering. Or, instead of using
the handout, write the terms on the board for them.


clbr://internal.invalid/book/contents/resources/e59437ea0a26ab3b4d3d488a8e9994a810a11a21.pdf

Musical Textures

Monophony Homophony

—— T~ D

2 2
3 3
Polyphony Heterophony
T
1 1
2 2
3 3
Procedure

1. Give out the handouts or write the terms on the board.

2. Give the students the definition of one of the terms and then play two
or three examples of it. You may want to introduce the terms in the
following order: monophony, homophony, polyphony, heterophony.
(Since it is somewhat unusual in Western music, you may want to
leave out heterophony.)

3. Point out the important texture features as you are listening to the
music.

4. Next, play a minute or so of several more recordings, some that are the
same texture as your examples and and some that are not. Ask your
students to identify which are the correct texture. They can answer
when called on, vote with raised hands, or write their answers down.



5. Once they have one texture down, you can introduce a new one.
Follow steps 2 and 3 for the new texture, but when you get to step
four, see if they can identify which pieces are the first texture studied
and which are the second. You can repeat this step for all four textures,
until they can accurately identify any texture they hear.

6. If many of your examples and "mystery" selections are from other
cultures or time periods, you may want to discuss this when you
introduce your examples. Then you may also ask the students to make
a guess as to the culture or time period of your "mystery" selections,
and ask them what elements - including texture - help them decide.

7. If you are using the worksheet as a handout, you may also use it as a
final texture test. Play a few more selections for them. For each
selection, tell them the name of the selection before and after you play
it, and let them write down the name in the correct category on the
worksheet.

Suggested Music

There are, of course, many recordings that are excellent examples of
homophony or of polyphony, but many great works change texture often, in
order to be more interesting. Monophony is a little harder to find, and
heterophony even more difficult. Below are just a few easy-to-find
suggestions in each category.

Monophony

e Here is an excerpt from James Romig's Sonnet 2, played by John
McMurtery. Recordings of unaccompanied flute, particularly by Asian
or Native American artists, are also relatively easy to find.

¢ A suite for unaccompanied cello or sonata for unaccompanied violin
by J. S. Bach.

e Gregorian chant

e Sing something for them without accompaniment, or have them sing
together the melody of a song they all know.

* Long sections of "The People that Walked in Darkness" aria in
Handel's "Messiah" are monophonic (the instruments are playing the
same line as the voice). Apparently Handel associates monophony
with "walking in darkness"!


clbr://internal.invalid/book/contents/resources/08d248f2b866430d32c2095ecfadfffcc95bde8c.mpg
http://www.jamesromig.com/

Homophony

A classic Scott Joplin rag such as "Peacherine Rag" or "The Easy
Winners"

The "graduation march" section of Edward Elgar's "Pomp and
Circumstance No. 1"

The "March of the Toreadors" from Bizet's Carmen

No. 1 ("Granada") of Albeniz' Suite Espanola for guitar, and many
other works for solo classical guitar

If the students have been learning a vocal piece with melody and
harmony, have them sing it with both parts

The latest hit tune by a major pop solo vocalist

A well-known choir singing a hymn or Christmas tune

The opening section of the "Overture" Of Handel's "Messiah" (The
second section of the overture is polyphonic)

Most Indian Classical music is homophonic.

Polyphony

Pachelbel's Canon

Anything titled "fugue", "invention", "round", or "canon"

Have the students sing a round they know, in at least two parts

The final "Amen" chorus of Handel's "Messiah"; many of the choruses
of the messiah move back and forth between homophony and
polyphony.

The trio strain of Sousa's "Stars and Stripes Forever", with the famous
piccolo countermelody

The "One Day More" chorus from the musical "Les Miserables"

The first movement of Holst's 1st Suite for Military Band

Heterophony

There is some heterophony (with some instruments playing more
ornaments than others) in "Donulmez Aksamin" and in "Urfaliyim
Ezelden" on the Turkish Music page.

The performance of "Lonesome Valley" by the Fairfield Four on the
"O Brother, Where Art Thou" soundtrack is quite heterophonic. (Old-
style blues owes more to African than to Western traditions.)


http://www.focusmm.com/turkey/tr_musmn.htm

This texture is also common in the Bluegrass, "mountain music",
Cajun, and Zydeco traditions. Look for tunes in which the melody is
being played by more than one instrument (say fiddle and banjo) at the
same time, with each adding its own ornaments and flourishes

If the students all know a pop tune but have not been rehearsing it
together, ask them to sing it together. The result is very likely to be a
good example of heterophony.

Indonesian gamelan music is often heterophonic, with different kinds
of instruments playing different versions of the same melody at the
same time, but it can be difficult for someone unaccustomed to this
style of music to hear that that is what is happening. If you use some
gamelan examples, make sure the heterophony is clearly audible.

If anyone knows of any other good links or easy-to-find recordings of
heterophony, or can share an audio file of a good example, please
contact me.



An Introduction to Counterpoint
A basic introduction to the element of music called counterpoint, with some
useful terms.

Introduction

Counterpoint is an important element of music, but it is not one of the basic
texture, but no real counterpoint. In fact, when describing the texture of a
piece of music, two of the most important questions that need to be
addressed are: is there counterpoint, and how important is it?

When there is more than one independent melodic line happening at the
same time in a piece of music, we say that the music is contrapuntal. The
independent melodic lines are called counterpoint. The music that is made
up of counterpoint can also be called polyphony, or one can say that the
music is polyphonic or speak of the polyphonic texture of the music.
Traditionally, vocal music is more likely to be described as polyphony and
instrumental music is more likely to be described as counterpoint. But all
of these terms refer to two or more independent, simultaneous melodies.
"Simultaneous" means the melodies are happening at the same time.
"Independent" means that at any given moment what is happening in one
melody (both in the rhythms and in the pitches) is probably not the same
thing that is happening in the other melody.

First, some examples of music that is net counterpoint. Obviously, there is
no counterpoint if there is no melody at all. If there is one melodic line
accompanied only by rhythm, or drones, or only by chords, there is no
counterpoint.

Even if different people are singing or playing different parts, it is not
necessarily considered counterpoint if the parts are not independent enough,
or if one of the parts is very clearly a dominating melody. Many traditional
choral pieces are a good example of this. There are four very different
singing parts (soprano, alto, tenor, and bass), and each part, sung alone, can
seem like its own melody, a melody that does not sound at all like the
melody of the piece. But the parts have basically the same rhythms, so that
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the effect, when sung together, is of chords being sung. "Barbershop"-style
music is another good example of this homophonic, or chordal, kind of
texture, which is not considered counterpoint.

Now for some familiar examples of counterpoint. One of the simplest and
most familiar types of counterpoint is the round. In a round, everyone sings
the same melody, but they start singing it at different times. Although
everyone is singing exactly the same tune, at any particular time different
people will be singing different parts of it, so the final effect is of
independent parts. You may also have heard some Bach fugues or
inventions; there are no better examples of counterpoint than these. Another
example that may be familiar is the soloist in a pop or gospel song who,
after the refrain has been repeated a few times, takes off on a
countermelody or descant part while everyone else continues to sing the
refrain. The melody instruments in a dixieland band are also generally
playing independent parts, giving this genre its "busy" sound. In fact, when
music sounds very "busy" or "complex" or when there is so much going on
that it gets difficult to decide where the melody is or what part to sing along
with, it is likely that you are hearing counterpoint.

Although there is plenty of music that has no counterpoint, independent
parts are one of the most basic ways to make music sound rich and
interesting. Even if a piece of music cannot really be called "counterpoint"
or "polyphony", because it clearly has one melody, the accompaniment lines
may still be quite contrapuntal. Even music that most people would
describe as homophonic or chordal, because all the lines have exactly the
same rhythm, is often written following the voice-leading rules of
counterpoint. This gives the music a much richer, more interesting texture.
Next time you are listening to your favorite song or your favorite piece of
music, don't hum along with the melody. Instead, listen to the bass line.
Listen to the harmonies, the inner voices and the instrumental
accompaniment parts. Chances are that you will hear some interesting lines,
even little pieces of melody, that are completely different from the part you
normally hear.

Some Useful Terms



e Canon - In a canon, different voices (or instruments) sing (or play) the
same melody, with no changes, but at different times. The melody is
usually sung at the same pitch or an octave higher or lower, but there
are also canons in which the second part sings or plays the melody a
perfect fourth or fifth higher or lower than the first part.

* Round - In a canon, obviously every section of the canon must "fit"
with the section that comes after it. (In other words, they must sound
good when sung or played at the same time). A round is a special type
of canon in which the last section also fits with the first section, so that
the canon can be repeated over and over without stopping. Rounds are
usually pretty short and always start at the same note, or the octave.

e Fugue - A fugue usually has at least three independent parts, or voices.
The different voices enter at different times on the same melodic theme
(called the subject), so that the beginning may sound like a canon. But
then the different voices develop the theme in different directions. A
second melodic theme (called the countersubject) is usually
introduced, and the middle of the fugue gets quite intricate, with the
subject and countersubject popping in and out of various voices,
sometimes in surprising ways (upside-down, for example).

e Countermelody or descant - Sometimes a piece of music that is
basically melody-with-accompaniment (homophonic) will include a
single part that is truly independent of the melody. For example, a
choral piece might be chordal for a few verses and then, to keep the
music interesting and fresh, add an independent part for a flute or for
the highest sopranos on the third verse. This is a countermelody,
sometimes called a descant part. Gospel and pop singers often add
countermelodies, sometimes imrovised, and classical music also
contains many, many examples of countermelodies.
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Counterpoint Activities: Listening and Discussion
An adaptable activity for k-12 classrooms introducing the concept of
counterpoint and practicing recognizing counterpoint when heard.

This is a lesson plan for a listening/discussion activity. You can find a
discussion of the concept and definitions of terms in Introduction to
Counterpoint. You can find singing activities that emphasize counterpoint in
Counterpoint Activities: Rounds.

Goals and Requirements

e Goals - The student will understand the appropriate musical terms and
concepts regarding counterpoint and be able to identify them when
heard in music.

e Grade Level - preK-12 (adaptable)

o Teacher Expertise - Teacher training in music education is not
necessary to present these activities, but the presenter must be familiar
and comfortable with the terms and concepts regarding counterpoint
and must be able to accurately identify rounds, fugues,
countermelodies, and entrances of contrapuntal parts when listening to
music.

e Follow-up - Continue throughout the rest of the school year to
introduce music with counterpoint for the students to listen to. Have
the students learn and perform rounds.

e Objectives - While listening to recordings of a variety of music, the
student will accurately assess whether each example is contrapuntal or
not.

e Music Standards Addressed - National Standards for Music
Education standard 6 (listening to, analyzing, and describing music).

e Student Prerequisites - When listening to music, the students should
be able to recognize the melody.

e Time Requirements - One 30-45 minute class period.

o Extensions - For younger students or students unfamiliar with
Classical music, choose short, simple, and very clear examples. For
older or more musically advanced students, you may choose longer
and more complex examples. For more of a challenge, you may also to
introduce the concepts of rounds, canons, and/or fugues, and ask the
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students to decide which of the counterpoint examples fall into these
categories.

e Evaluation - Assess students on active participation in the discussion
and on accurate use of the terms and correct identification of
examples.

Materials and Preparation

e You will need a CD or tape player

o Gather plenty of musical examples to play. You'll need examples for
demonstration and discussion, and then other pieces for the "is this
counterpoint?" listening session. Know the track numbers or have the
tapes ready to play at the right spot.

Suggestions: Contrapuntal Music

e Pachelbel's Canon

e Any piece of music titled "Fugue", "Invention", "Canon", or "Round"

e Much (but not all!) of J. S. Bach's music.

e Handel's "Messiah" has many examples both of music that is
contrapuntal and music that is not contrapuntal.

e Dixieland jazz

e Many of J. P Sousa's marches have very audible counterpoint, in the
low brass for example, or in the piccolo part of "stars and Stripes
Forever".

e You will find playable scores of three rounds in Counterpoint
Activities: Rounds.

e As of this writing, there were on-line recordings available of Bach's
Little Fugue in G minor and a Gabrieli canzona.

Suggestions: Music that is not Contrapuntal

e Most hymns and carols

e Most barbershop music

e Most classic ragtime (Scott Joplin's rags, for example), and most
swing-era jazz

e Most music for an unaccompanied classical guitar, for one
unaccompanied bagpipes or accordion, for an unaccompanied singer or


http://www.youtube.com/watch?v=pVadl4ocX0M
http://www.music.uiuc.edu/media/show/1326?autostart=true

string, woodwind, or brass player
plainchant (Gregorian chant, for example)
Most popular music and folk music

Most of the classical music of India

Procedure

1.

2.

Play a couple of your chosen non-counterpoint examples. Point out
that there is only one melody. See if they can sing along with it.
Introduce the terms that you wish the students to learn; these terms
may include counterpoint, contrapuntal, polyphony, polyphonic,
round, canon, fugue or countermelody. (See Introduction to
Counterpoint for some useful definitions and information.)

. Play a couple of your chosen counterpoint examples. Ask them if they

can hear more than one melody at the same time. Point out the
different voices as best you can; if they are entering one at a time, as in
Pachelbel's Canon, point out the entrances. If you are introducing these
terms, point out which of your examples are rounds/canons
(completely imitative), fugues (partly imitative), or non-imitative
counterpoint.

. If the parts are singable, can you or they sing along with the melodies

of the different parts? Or you may want to have the students indicate
that they can hear and follow a specific part by tracing its contour with
a finger in the air as they listen to it, or by clapping or stepping along
with it or otherwise physically "acting out," or dancing to, that line.
With older students who have more musical training, you may be able
to divide the class into groups, with each group tracing, clapping,
stepping, dancing, or acting out different lines.

. Now play the rest of your examples and ask them to identify whether

each is contrapuntal or not. In counterpoint examples, can they identify
each part by instrument or point out when a part enters the music? If
the class has discussed rounds, canons, fugues, and countermelodies,
can they identify any of these in the examples?



Counterpoint Activities: Singing Rounds
For teaching counterpoint concepts, a variety of rounds appropriate for
students.

Introduction

This lesson contains suggestions for using round singing to teach students
about counterpoint. You can find an introduction to the subject in
Counterpoint and a lesson plan for a counterpoint listening/discussion
activity in Counterpoint Activities: Listening and Discussion.

Goals and Requirements

e Goals - The student will understand and be able to describe round
(canon) form and participate in round singing.

e Grade Level - P-12 (adaptable)

e Teacher Expertise - Teacher training in music education is not
necessary to present these activities, but the teacher should be able to
sing the melody of the round accurately and with confidence, and
should be able to clearly and accurately indicate when each group
should enter.

e Objectives - The students will learn the melody of a round and sing it,
first all together as a single group, and then broken into smaller
groups, with each group singing one part of the round.

e Music Standards Addressed - National Standards for Music
Education standard 1 (singing, alone and with others, a varied
repertoire of music).

o Student Prerequisites - The student should be able to sing a tune, as
part of a group, with accurate pitch and rhythm.

e Time Requirements - If the students are learning a new tune, this will
work best if spread over several short (5-15-minute) sessions over the
period of a week or two. Early sessions should concentrate on learning
the tune and singing it with confidence. Introduce and practice the
round aspect only after the students know the song well. The number
of sessions will depend on the students' ability and experience, and the
length and difficulty of the music.

e Evaluation - Assess students on active participation in the singing and
ability to remain on their part when other parts are introduced.
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o Extensions - You may wish to note that the text of "White Sand and
Gray Sand" is very simple, only 3 lines with five syllables in each line.
This makes it a good candidate for a writing exercise in which the
student composes a poem (3 lines of 5 syllables each) to be set to
music. After learning the tune, the class can sing each poem in turn,
together and as a round.

e Follow-up - Discuss counterpoint and music texture concepts.
Continue throughout the rest of the school year to introduce music
with counterpoint for the students to listen to and perform.

Rounds
Materials and Preparation

e Choose the round(s) to be taught. For very young students, it's hard to
beat the old stand-by's like "Row, Row, Row your Boat", "Three Blind
Mice", and "Frere Jaque" (see below for copyright information about
these tunes. For older students, there will be some rounds to choose
from in almost any children's sing-along book (for example, those
published by your church or scouting organization, or the "Sing
Along" book in the "Wee Sing" series).

* You may use the rounds here (see below for copyright information
about these tunes). "White Sand and Gray Sand" and "Merrily,
Merrily" are simple rounds suitable for young or inexperienced
singers. If either of them seem too high, simply sing them in a lower
key. If the range of "White Sand and Gray Sand" is too large, sing it in
a lower key and sing the final note an octave higher than written.
Because "Prairie Revery" is based on the melodic minor scale and
begins with a rest, it is probably more suitable for more experienced
singers.

e Have copies for the students of the words only, or of the words and
music, if you think they are needed. You can find printable PDFs here
of White Sand and Gray Sand, Merrily, Merrily, and Prairie Revery.

 [f you will be uncomfortable singing or playing the melody by
yourself, provide a recording for the students to listen to and sing
along with. If at all possible, find a version that includes the melody in
unison (everyone singing all together without the round).
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White Sand and Gray Sand
[missing_resource: http://www.noteflight.com/scores/embed]

Melody of "White Sand and Gray Sand".

White Sand and Gray Sand Round
[missing_resource: http://www.noteflight.com/scores/embed]

Listen to "White Sand and Gray Sand" as a round on
three instruments.

Merrily, Merrily
[missing_resource: http://www.noteflight.com/scores/embed]

Melody of "Merrily, Merrily"

Merrily, Merrily Round
[missing_resource: http://www.noteflight.com/scores/embed]

Listen to "Merrily, Merrily" as a round on 4
instruments.

Prairie Revery
[missing_resource: http://www.noteflight.com/scores/embed]

Melody of "Prairie Revery"

Prairie Revery Round
[missing_resource: http://www.noteflight.com/scores/embed]

Listen to "Prairie Revery" as a round played by three
different instruments



Procedure

1. Most students will need plenty of practice on the tune before trying to
sing it as a round. Introduce the song and practice singing it in several
different sessions over the course of a week or two. When the students
are singing it together with confidence, introduce the idea of singing it
as a round.

2. Ask the students if they know what a round is. Let them explain how a
round works if they can; if not, you explain. (See Counterpoint.)

3. If appropriate, introduce the term counterpoint and/or canon. Explain
that in counterpoint, there is more than one melody happening at the
same time. Tell your students that a round (or canon) is a special type
of counterpoint: all the melodies are actually the same, but since they
start at different times, at any particular time they sound different.

4. Have the students sing the tune all together first.

. Once everyone is singing with confidence, try breaking into two
groups and singing the song as a round. Group 2 starts singing at the
beginning when Group 1 reaches the "2" marked in the music. If that
goes well, you can try breaking into more groups. Group 3 starts
singing at the beginning when Group 1 reaches the "3" marked in the
music. If the round can be sung in 4 parts, Group 4 starts singing at the
beginning when Group 1 reaches the "4" marked in the music.

ul

Acknowledgments and Sources
Playable scores were created using Noteflight.

"Row, Row, Row, Your Boat," "Frere Jaque," and "Three Blind Mice" are
all in the public domain. This does not mean that you are free to copy and
use any versions of them, since some versions may be copyrighted. I have
not included any of those tunes here because they are so easy to find, but if
readers express interest, I will reproduce the public-domain versions that I
have found in J. E. NeCollins' 1911 Glee and Chorus Book (New York:
American Book Company) and J. B. Radcliffe-Whitehead's 1903 Folk-
songs and other songs for children (Boston: O. Ditson). Here is the


http://www.noteflight.com/login

information about public domain sources for White Sand and Gray_Sand
and Merrily, Merrily,.

"Prairie Revery" is an original round published for use in this lesson. The
text is based on a famous poem by Emily Dickinson. One word of the poem
was altered to make it more singable; the original poem begins "To make a
prairie, it takes a clover and one bee." I offer the round under the same
Creative Commons attribution license as the rest of the original materials in
this module. Feel free to copy and use it in classes and performances, but
make sure that all uses include appropriate composer attribution.
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Form in Music
A basic introduction to recognizing form in music.

Form is the Basic Structure

Every piece of music has an overall plan or structure, the "big picture", so
to speak. This is called the form of the music.

It is easy to recognize and grasp the form of some things, because they are
small and simple, like a grain of salt, or repetitive, like a wall made of
bricks of the same size. Other forms are easy to understand because they are
so familiar; if you see dogs more often than you do sea cucumbers, it should
be easier for you to recognize the form of an unfamiliar dog than of an
unfamiliar sea cucumber. Other things, like a forest ecosystem, or the
structure of a government, are so complex that they have to be explored or
studied before their structure can be understood.

Musical forms offer a great range of complexity. Most listeners will quickly
grasp the form of a short and simple piece, or of one built from many short
repetitions. It is also easier to recognize familiar musical forms. The
average American, for example, can distinguish easily between the verses
and refrain of any pop song, but will have trouble recognizing what is going
on in a piece of music for Balinese gamelan. Classical music traditions
around the world tend to encourage longer, more complex forms which may
be difficult to recognize without the familiarity that comes from study or
repeated hearings.

You can enjoy music without recognizing its form, of course. But
understanding the form of a piece helps a musician put together a more
credible performance of it. Anyone interested in music theory or history, or
in arranging or composing music, must have a firm understanding of form.
And being able to "see the big picture" does help the listener enjoy the
music even more.

Describing Form



Musicians traditionally have two ways to describe the form of a piece of
music. One way involves labelling each large section with a letter. The
other way is to simply give a name to a form that is very common.

Labelling Form With Letters

Letters can be used to label the form of any piece of music, from the
simplest to the most complex. Each major section of the music is labelled
with a letter; for example, the first section is the A section. If the second
section (or third or fourth) is exactly the same as the first, it is also labelled
A. If it is very much like the A section, but with some important
differences, it can be labelled A' (pronounced "A prime"). The A' section
can also show up later in the piece, or yet another variation of A, A"
(pronounced "A double prime") can show up, and so on.

The first major section of the piece that is very different from A is labelled
B, and other sections that are like it can be labelled B, B', B", and so on.
Sections that are not like A or B are labelled C, and so on.

How do you recognize the sections? With familiar kinds of music, this is
pretty easy. (See [link] for some examples of forms that will be familiar to
most listeners.) With unfamiliar types of music, it can be more of a
challenge. Whether the music is classical, modern, jazz, or pop, listen for
repeated sections of music. Also, listen for big changes, in the rhythm,

will usually have noticeable differences in more than one of these areas. For
an excellent discussion of form, with plenty of chances to practice hearing
the beginnings of new sections, please see Professor Brandt's Sound
Reasoning course. In particular, Musical Form deals with recognizing when
something new is being introduced (A/B instead of A only), and Time's
Effect on the Material deals with recognizing when a section reappears
changed (A', B', or A").

Some Familiar Forms
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Typical Children's Mursery Rivyrne:

Typical Hymn [no refrain):

First Verse
Second Verse

Third Verse

Typical Pop Song:

First versa

Refrain

Second verse

Refrain

Third verse
OR

Bridge

Final Refrain

A
One short section with no
major changes in the sound of the music

AL A"

Everyone sings the melody
Chair adds harmonies

Organ adds more complex accompaniment

ABA'BA"B
OR
ABA'BCH

Solo singer with
quiet instrurmental backup

Different melody, different chord progression,
often a "bigger”, more complex texture
than verse.

Different wards, but the music is
very similar to the first verse
jusually with small differences)

Same as first refrain (ho noticeable differences)
Same comments as second verse
OR

New rmelody with new chord progression

May add meare vocal or instrumental parts,
for most complex texture yet

Most folk and popular music features simple
forms that encourage participation.

Exercise:

A
OR



Problem:

Practice identifying some easy musical forms. Pick some favorite
songs and listen to each repeatedly until you are satisfied that you have
identified its full form using letters and primes. Compare the forms of
the tunes to spot similarities and differences.

Listen for:

e Verses have the same melody but different words.

* Refrains have the same melody and the same words.

e Bridge Sections are new material that appears late in the song,
usually appearing only once or twice, often in place of a verse and
usually leading into the refrain. (You may want to note the
differences - and the similarity - in the use of the term bridge by
popular musicians and jazz musicians; see below).

e Instrumentals are important sections that have no vocals. They
can come at the beginning or end, or in between other sections. Is
there more than one? Do they have the same melody as a verse or
refrain? Are they similar to each other?

Solution:

Your answers will depend on the songs you choose. Check them with a
teacher if you can. (Bring the music so the teacher can listen to it while
checking your answers.)

While discussing a piece of music in detail, musicians may also use letters
to label smaller parts of the piece within larger sections, even down to
labelling individual phrases. For example, the song "The Girl I Left
Behind" has many verses with no refrain, an A A' A"- type form. However,
a look at the tune of one verse shows that within that overall form is an A A'
B A" phrase structure.

Phrase Structure in "The Girl I Left Behind"
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In detailed discussions of a piece of music, smaller
sections, and even individual phrases, may also be
labelled with letters, in order to discuss the piece in
greater detail. The A A B A form of this verse is very
common, found in verses of everything from folk to
jazz to pop music. Verses of blues songs are more
likely to have an A A' B form.

Exercise:
Problem:
Now try labeling the phrases of a verse or a refrain of some of the
songs you listened to in [link]. Listen for phrases that use similar
melodies. (Sometimes, but not always, they even use the same words.)

How many of your refrains and verses were basically A A B A? What
were the others?

Solution:

If one is available, have a music teacher check your answers.



Naming Forms

Often a musical form becomes so popular with composers that it is given a
name. For example, if a piece of music is called a "theme and variations", it
is expected to have an overall plan quite different from a piece called a
"rondo". (Specifically, the theme and variations would follow an A A' A"
A"... plan, with each section being a new variation on the theme in the first
section. A rondo follows an A B A C A ... plan, with a familiar section
returning in between sections of new music.)

Also, many genres of music tend to follow a preset form, like the "typical
pop song form" in [link]. A symphony, for example, is usually a piece of
music written for a fairly large number of instruments. It is also associated
with a particular form, so knowing that a piece of music is called a
symphony should lead you to expect certain things about it. For example,
listeners familiar with the symphonic form expect a piece called a
symphony to have three or four (depending on when it was written) main
sections, called movements. They expect a moment of silence in between
movements, and also expect the movements to sound very different from
each other; for example if the first movement is fast and loud, they might
expect that the second movement would be slow and quiet. If they have
heard many symphonies, they also would not be at all surprised if the first
movement is in sonata form and the third movement is based on a dance.

Note: Although a large group of people who play classical music together
is often called a symphony, the more accurate term for the group is
orchestra. The confusion occurs because many orchestras call themselves
"symphony orchestras" because they spend so much time playing
symphonies (as opposed to, for example, an "opera orchestra" or a "pops
orchestra™).

Other kinds of music are also so likely to follow a particular overall plan
that they have become associated with a particular form. You can hear
musicians talk about something being concerto form or sonata form, for



example (even if the piece is not technically a concerto or sonata).
Particular dances (a minuet, for example), besides having a set tempo and
time signature, will sometimes have a set form that suits the dance steps.
And many marches are similar enough in form that there are names for the
expected sections (first strain, second strain, trio, break strain).

But it is important to remember that forms are not sets of rules that
composers are required to follow. Some symphonies don't have silence
between movements, and some don't use the sonata form in any of their
movements. Plenty of marches have been written that don't have a trio
section, and the development section of a sonata movement can take
unexpected turns. And hybrid forms, like the sonata rondo, can become
popular with some composers. After all, in architecture, "house" form
suggests to most Americans a front and back door, a dining room off the
kitchen, and bedrooms with closets, but an architect is free to leave out the
dining room, and put the main door at the side of the house and the closets
in the bathrooms. Whether a piece of music is a march, a sonata, or a theme
and variations, the composer is always free to experiment with the overall
architecture of the piece.

Being able to spot that overall architecture as we listen - knowing, so to
speak, which room we are in right now - gives us important clues that help
us understand and appreciate the music.

Some Common Forms

e Through-composed - One section (usually not very long) that does
not contain any large repetitions. If a short piece includes repeated
phrases, it may be classified by the structure of its phrases.

e Strophic - Composed of verses. The music is repeated sections with
fairly small changes. May or may not include a refrain.

e Variations - One section repeated many times. Most commonly, the
melody remains recognizable in each section, and the underlying
harmonic structure remains basically the same, but big changes in
interesting. Writing a set of variations is considered an excellent
exercise for students interested in composing, arranging, and
orchestration.
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e Jazz standard song form - Jazz utilizes many different forms, but one
very common form is closely related to the strophic and variation
forms. A chord progression in A A B A form (with the B section called
the bridge) is repeated many times. On the first and last repetition, the
melody is played or sung, and soloists improvise during the other
repetitions. The overall form of verse-like repetition, with the melody
played only the first and final times, and improvisations on the other
repetitions, is very common in jazz even when the A A B A song form
is not being used.

¢ Rondo - One section returns repeatedly, with a section of new music
before each return. (A B A C A ; sometimes ABACABA)

e Dance forms - Dance forms usually consist of repeated sections (so
there is plenty of music to dance to), with each section containing a set
number of measures (often four, eight, sixteen, or thirty-two) that fits
the dance steps. Some very structured dance forms (Minuet, for
example) are associated even with particular phrase structures and
harmonic progressions within each section.

e Binary Form - Two different main sections (A B). Commonly in
Western classical music, the A section will move away from the tonic,
with a strong cadence in another key, and the B section will move back
and end strongly in the tonic.

e Ternary Form - Three main sections, usually ABAorABA"

e Cyclic Form - There are two very different uses of this term. One
refers to long multimovement works (a "song cycle", for example) that
have an overarching theme and structure binding them together. It may
also refer to a single movement or piece of music with a form based on
the constant repetition of a single short section. This may be an exact
repetition (ostinato) in one part of the music (for example, the bass
line, or the rhythm section), while development, variation, or new
melodies occur in other parts. Or it may be a repetition that gradually
changes and evolves. This intense-repetition type of cyclic form is
very common in folk musics around the world and often finds its way
into classical and popular musics, too.

e Sonata form - may also be called sonata-allegro or first-movement
form. It is in fact often found in the first movement of a sonata, but it
has been an extremely popular form with many well-known
composers, and so can be found anywhere from the first movement of
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a quartet to the final movement of a symphony. In this relatively
complex form (too complex to outline here), repetition and
development of melodic themes within a framework of expected key
changes allow the composer to create a long movement that is unified
enough that it makes sense to the listener, but varied enough that it
does not get boring.



Music Form Activities

Lesson plans for activities, appropriate for a large range of ages and
experience, that can be used to teach students to recognize, by listening,
simple musical forms.

Introduction

The overall structure of a piece of music is one of its most basic and most
revealing aspects. Music majors at the university level study the form of
important works in great depth and detail. Yet even young children with
little musical experience can begin to grasp the basic principles of form in
music. This can be part of a music class, but it can also be related to
identifying form in other areas such as math, literature, and the visual arts.

Described below are some activities introducing the concepts of Verses,
Refrains, AB Forms, and Form in the Arts. You can find the basic concepts
necessary at Form in Music. The course Sound Reasoning is a good
introduction to musical form, and you may also want to adapt some of the
exercises in that course for your students.

Goals and Assessment

e Goals - The student will learn to identify simple music forms
presented aurally.

e Grade Level - K-12 (adaptable)

e Student Prerequisites - Students should be able to recognize and
remember repetitions and large changes in basic elements (texture,
timbre, rhythm, or melody, for example) as they listen to music. If
necessary, simply practice recognizing repeated and new material,
before doing these exercises. (The course Sound Reasoning is
recommended for this.)

e Teacher Expertise - The teacher should be familiar and comfortable
with the terms and concepts regarding musical form, and confident and
accurate in recognizing the forms presented.

e Music Standards Addressed - National Standards for Music
Education music standard 6 (listening to, analyzing, and describing
music). If Form in the Arts is included, music standard 8
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(understanding relationships between music, the other arts, and
disciplines outside the arts) is also addressed.

e Other Subjects Addressed - You may use the suggestions in Form in
the Arts to design a cross-disciplinary lesson that also addresses visual
arts, language arts, or mathematics.

e Evaluation - For formal assessment, test the students following these
activities by playing music that you have not yet analyzed as a class,
and have the students identify on paper: whether each selection
includes verses and/or refrains, repeated sections or theme with
variations, and/or large AB sections, and how many of each. For
testing purposes, keep selections short and similar in form to the
selections analyzed in class, and play each selection at least twice.

Activity 1: Verses
Objectives and Extensions

e Time Requirements - One (approximately 45-minute) class period

e Objectives - The student will listen to or perform several examples of
vocal music consisting of either a single main section or multiple
verses. The student will identify the form of the music and the
beginning of each verse.

o Extensions - For older or advanced students, include examples from
instrumental music that are also simple A or multiple-A form. The
student will listen to examples of instrumental music, recognizing
whether the form is a single section or (exact or changed) multiple
repeats of a section, and will identify the form of the music using the
standard A/B method.

Materials and Preparation

e Decide whether you will use recordings for this activity or have the
students sing songs they know. A mixture of both will be very
effective. Choose some songs that have only one section (one "verse",
so to speak; many nursery rhymes have only one section, as does
"Happy Birthday to You".). Also choose some that have more than one
verse, but don't include any songs with refrains or choruses in this



activity. If you want to stretch the children's listening skills, include
some recordings of music that is unfamiliar, but again play only songs
with a single section, or verses only, or instrumental music that is only
one section or a section with its repeat, so that it sounds like two
verses. Marches and dances are a good source of music with repeated
sections. If you think your students will be able to hear the "theme" in
its new disguise in each variation, a "theme and variations" is also a
very good example of a multiple-A-section form.

e [f you are using recordings, you will need a tape or CD player, and
some recordings of age-appropriate songs. Use some songs that are
familiar to them and some that aren't. Have the tapes ready at the
appropriate spot, or know the track numbers on the CD.

Procedure

o Tell your students that the form of a piece of music is just a
description or list of the main sections of the music. If your students
are old enough and experienced enough, you may use the discussion in
Form in Music to introduce the idea of labelling sections with letters.

¢ Ask the students if they know what a verse is in music. They may
know but have trouble explaining. Ask if they can sing more than one
verse of a song. How are the verses different? (Usually the words are
different.) How are they the same? (Usually the music is the same.) If
they can't answer any questions even with some prompting, explain
that each verse of a song has the same melody but different words.

e Play a recorded song with more than one verse, or have the students
sing a song they know. Point out to them when each new verse starts.

e Play more recordings, or sing together some more songs, letting the
students point out when each new verse starts (they can raise their
hands, or clap at the beginning of each verse, for example). Ask them
to count the verses of each song, and to identify which songs have only
one verse.

e If you include instrumental selections, ask the students to identify
similarities and differences between the instrumental and vocal music.
Have the students identify the beginning of section repeats, or
beginnings of new variations.




e If you are including a discussion of A/B forms, write the forms of the
songs on the board as you sing or listen to them. (Verse forms will
mostly look something like A or A A A or A A"A"; you can let your
students decide which verses are different enough to give primes.)

Activity 2: Refrains
Objectives and Extensions

e Time Requirements - One (approximately 45-minute) class period

e Objectives - The student will listen to or perform several examples of
vocal music consisting of verses with a contrasting refrain. The student
will identify the form of the music and identify each verse and refrain.

e Extensions - For older or advanced students, include examples from
instrumental music that are also simple A/B or repeated A/B form. The
student will listen to examples of instrumental music, recognizing
whether the form is a single section (A), two contrasting sections (AB)
or (exact or changed) multiple repeats of a single idea (AA'...), or
multiple repeats of two contrasting ideas (ABA'B...), and will identify
the form of the music using the standard A/B method.

Materials and Preparation

e The preparation for this activity is about the same as for the previous
activity, but this time choose songs that have refrains. It's best to use
refrains that are musically very different from the verses (different
parallels between verses and refrains and instrumental music, but you
might play for your students some instrumental music that has a
section that keeps returning, in between sections that are different from
each other, (rondo form, for example), discussing the similarities and
differences between this and vocal-music refrains.

Procedure

 If is is appropriate, using the discussion in Form in Music as an
outline, discuss the process of labelling sections of music.




e Ask the students if they know the difference between a verse and a
refrain (or chorus) in music. Even if they do know, they may have
trouble explaining. Ask if they can give an example or sing the refrain
(or chorus) of a song. If they have no idea, even with prompting, tell
your students that the words are the same each time you sing a refrain
or chorus, but the words to each verse are usually different.

e Sing together or play a recorded song for them. Let them point out (or
point out for them if necessary) when each verse and each refrain
starts.

e Continue to sing together or play more songs, letting them identify the
verses and refrains, until they can do this with confidence. (You may
have to play unfamiliar songs for them more than once.) They can
raise one hand during a verse and the other during a refrain, or clap at
the beginning of a verse and stomp at the beginning of a refrain, or sit
for verses and stand up for refrains.

e Ask your students why they think some songs have refrains?
(Everyone can learn the refrain and join in on it.) Why do they have
verses? (A song with only refrains would get pretty boring.)

e [f the students can do the above easily, you can include a more formal
study of musical form. Pick a couple of the songs and put their form on
the board with A's and B's. Let the students decide whether the verses
and refrains are different enough to get different letters (in some songs,
the refrain has the same music as the verses), and whether and when
primes need to be used. Do any of the songs have a bridge, or a verse
that's different enough that a C should be used?

Further Practice With Form

If your students are old enough and experienced enough with music, try
stretching their ability to identify form by giving them some unfamiliar
music that is not in verse form or verse/refrain form (some classical music
for example, or music from another culture), and see if they can identify A,
B, and maybe C sections. You may wish to prepare a short lecture and/or
handouts on the subject using the information in the course Sound
Reasoning, or in Form in Music, or at least remind them that they are
listening for big changes in the music to identify the beginning of each main
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section. You can use the examples in Musical Form or Time's Effect on the
Material, or find your own examples.

General Discussion of Form in the Arts

If your students are also studying form in some other subject - art, poetry, or
stories, for example, or even geometry - include a discussion of how form is
the same and different in each subject. Do the poetry forms they are
studying have anything that comparable to the verses or refrains of a song?
Does a painting or story ever have anything that acts like a refrain or a
repeated section? If a song or other piece of music tells a story, how does
that affect its form? Does anything about these musical forms resemble
geometric forms (in the way that a "round" is like a circle, for example)?
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Orchestral Instruments
An introduction to the instruments of the modern Western orchestra.

Introduction

The modern Western orchestra first developed in Europe over a period of
several centuries, but in modern times it has become widely adopted all
over the world. Various types of bands and smaller ensembles composed
mainly of orchestral instruments are also very popular. So many people are
familiar with the "orchestra section" method of classifying musical
instruments. Here are the sections of the orchestra and the instruments
commonly found in them.

The Sections of the Orchestra

The typical orchestra is divided into four groups of instruments: strings,
woodwinds, brass, and percussion. The typical Western marching band,
school band, or wind ensemble (woodwinds and brass together are winds)
leaves out the strings, but otherwise uses most of the same instruments as
the orchestra.

Strings

There are four stringed instruments commonly used in the modern
orchestra: the violin, viola, cello, and bass. All are made of wood and have
four strings. All are usually played by drawing a bow across the strings, but
are also sometimes played by plucking the strings.

The violin is smallest, has the highest sound, and is most numerous; there
are normally two violin sections (the first violins and second violins), but
only one section of each of the other strings.

The viola is only a little bit bigger than a violin, with a slightly deeper and
mellower tone. A nonmusician can have trouble telling a viola from a violin
without a side-by-side comparison.
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The cello is technically the "violoncello", but few people call it that
anymore. There is no mistaking it for a violin or viola; it is much bigger,
with a much lower, deeper sound. Whereas violins and violas are held up
under the chin to be played, cellos and basses have to rest on the floor to be
played.

The bass, also called the "double bass" (its official name), "standing bass"
or "string bass", is so big that the player must sit on a high stool or stand up
to play it. It has a very low sound.

Woodwinds

The woodwind members of the orchestra are the flute, oboe, clarinet, and
bassoon. There can be two, three, or four, of any of these woodwinds in an
orchestra, depending on the size of the orchestra and the piece being played.
All of the modern orchestral woodwinds are played by blowing into them
and fingering different notes using keys that cover various holes. Most, but
not all, are made of wood and have at least one piece of reed in the
mouthpiece.

Note: You may be surprised that the saxophone is not here. This is the one
instrument that is always found in bands and wind ensembles, but only
very rarely plays in the orchestra.

Although flutes may be made of wood, the orchestral flute is usually made
of metal. It also does not have a reed. It is grouped with the woodwinds
partly because it is in fact more closely related to those instruments than to
the brass (please see Wind Instruments: Some Basics), but also because the
color of its sound fits in the woodwind section. The sound is produced
when the player blows across a hole in the side (not the end) of the
instrument. It has a clear, high sound that can be either gentle or piercing.
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An even higher-sounding instrument is the piccolo, a very small flute that is
much more common in bands than in orchestras.

The gboe is the instrument that traditionally sounds the first "A" that the
orchestra tunes to. It is black, made of wood, and at sight can be mistaken
by the nonmusician for a clarinet. But its sound is produced when the player
blows in between two small reeds, and its high "double-reed" sound is not
easily mistaken for any other instrument. The cor anglais, or English horn,
is a slightly larger double reed instrument with a deeper, gentler tone, that is
sometimes called for in orchestral music.

The clarinet is also black and normally made of wood, although good
plastic clarinets are also made. It uses only a single reed. It is a versatile
instrument, with a very wide range of notes from low to high, and also a
wide range of different sound colors available to it. In the orchestra,
clarinets are no more numerous than the other woodwinds, but it is usually
the most numerous instrument in bands and wind ensembles because of its
useful versatility. There are many sizes of clarinet available, including bass
and contrabass clarinets, but the most common is the B flat clarinet. The
clarinet is the only common orchestral woodwind that is usually a
transposing instrument, although there are less common woodwinds, such
as English horn, that are also transposing instruments.

The bassoon is the largest and lowest-sounding standard orchestral
woodwind. (Bass clarinet and contrabassoon are used only occasionally.) It
is a long hollow tube of wood; you can often see the tops of the bassoons
over the rest of the orchestra. Like the oboe, the bassoon is a double reed -
the player blows between two reeds - but the player does not blow into the
end of the bassoon. The air from the reeds goes through a thin metal tube
into the middle of the instrument.

Brass

The orchestral brass are all made of metal, although the metal can be a
silvery alloy instead of brass. The sound is actually produced by "buzzing"
the lips against the mouthpiece; the rest of the instrument just amplifies and
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refines the sound from the lips so that it is a pretty, musical sound by the
time it comes out of the bell at the other end of the instrument. A slide, or
three or four valves, help the instruments get different notes, but players
rely heavily on the harmonic series of their instruments to get the full range
of notes. (Please see Wind Instruments: Some Basics for more on the
subject.) The orchestral brass instruments are the trumpet, French horn,
trombone, and tuba. As with the woodwinds, the number of each of these
instruments varies depending on the size of the orchestra and the piece
being played. There are usually two to five each of trumpets, horns, and
trombones, and one or two tubas.

The trumpet is the smallest, highest-sounding orchestral brass instrument.
Its shape is quite cylindrical (it doesn't flare much until the very end),
giving it a very clear, direct sound. Trumpets may read in C or may be B
flat transposing instruments. The cornet, which is more common in bands
than in orchestras, is very similar to the trumpet and the two instruments are
often considered interchangeable. The cornet has a more conical, gently-
flaring shape and a slightly mellower sound.

The French horn, or horn, is much more conical than the trumpet and has a
much mellower, more distant sound. It has a wide range that overlaps both
the trumpet and trombone ranges, and in the orchestra is often used to fill in
the middle of the brass sound. Its long length of tubing is wrapped into a
circular shape and the bell faces backward and is normally rested on the
player's leg. It is a transposing instrument that usually reads music in F.

The trombone is the only valveless brass instrument in the modern
orchestra. One section of its tubing - the slide - slides in and out to specific
positions to get higher and lower pitches, but, as with the other brass, it
uses the harmonic series to get all the notes in its range. Its range is quite a
bit lower than the trumpet, but it also has a brassy, direct (cylindrical-shape)
sound.

There are a few instruments in the middle and low range of the brass
section that are commonly found in bands, but very rare in the orchestra.
The baritone and euphonium play in the same range as the trombone, but
have the more cylindrical shape and a very mellow, sweet sound. In
marching bands, the horn players often play mellophone and the tuba
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players play the sousaphone. The mellophone is an E flat or F transposing
instrument with a forward-facing bell that is more suitable for marching
bands than the French horn. The sousaphone was also invented for use in a
marching band; its tubing is wrapped so that the player can carry it on the
shoulders.

The tuba is the largest, lowest-sounding orchestral brass instrument. It is a
conical brass instrument, with a much mellower, distant sound than the
trombone. Its bell (and the bell of the baritone and euphonium) may either
point straight up or upward and forward.

Percussion

In a Western orchestra or band, anything that is not classified as strings,
woodwinds, or brass goes in the percussion section, including whistles.
Most of the instruments in this section, though, are various drums and other
instruments that are hit with drumsticks or beaters. Here are some of the
more common instruments found in an orchestra percussion section.

Timpani are large kettledrums (drums with a rounded bottom) that can be
tuned to play specific pitches. An orchestra or wind ensemble will usually
have a few tympani of various sizes.

Other common drums do not have a particular pitch. They are usually
cylindrical, sometimes with a drum head on each end of the cylinder. They
include the small side drum, which often has a snare that can be engaged
to give the drum an extra rattling sound, the medium-sized tenor drum,
and the large bass drum. All orchestral drums (including tympani) are
played using hard drum sticks or softer beaters. Drums that are played with
the hands, like bongos, are rare in traditional orchestras and bands.

Cymbals can be clashed together, hit with a beater, or slapped together in
"hi-hat" fashion. For smaller ensembles, various cymbals and drums may be
grouped into a drum set so that one player can play all of them. Gongs are
usually larger and thicker than cymbals and are usually hit with a soft
beater.
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There is only one group of common percussion instruments on which it is
easy to play a melody. In these instruments, bars, blocks or tubes are
arranged in two rows like the black and white keys of a piano keyboard.
Orchestral xylophones and marimbas use wooden bars arranged over
hollow tubes that help amplify their sound. The glockenspiel uses metal
bars (like the familiar children's xylophone), and tubular bells use long,
hollow, metal tubes.

Common percussion extras that add special color and effects to the music
include the tambourine, triangle, maracas and other shakers, castanets,
claves and various wood blocks, and various bells and scrapers.



What Kind of Music is That?
An explanation of some of the terms used to classify music.

One of the first things needed when you begin the study of any subject is a
little introduction to the "lingo." Since music is such a huge subject, some
of the words used to talk about it are the terms that divide it up into smaller
subjects, the way science is divided into biology, physics, and so on. So
here are a few terms that may be useful if you are wondering what kind of
music you want to learn more about.

Western and Non-Western

Most of the music books you'll find on the shelf are about Western music.
From the end of the Middle Ages to modern times, composers and
performers in western Europe gradually developed widely accepted

and other music basics. These rules are a sort of grammar for the language
of music. Just as the basic rules for putting together sentences and
paragraphs help people understand each other, knowing what to expect from
a piece of music helps people understand and like it.

Of course, music, like language, changes through the centuries. A Bach
invention, a Brahms symphony, and a Beatles song are different forms in
different genres, and at first they may sound as if they have nothing in
common. But they all use the same musical "language" and follow basically
the same rules. They are all examples of Western music, and are all more
like each other than they are like a Navajo lullaby, a Chinese opera, or a
west African praise song.

Wherever Europeans went during the colonial era, they took their music
with them. So, in places like Australia and the Americas, not only do most
of the people speak European languages, much of their music also sounds
Western. What are the rules of this European musical language? A complete
answer to that question would be long and complex, since Western music,
like any living language shared by many different communities, has many
"local dialects". The short answer is: Western music is generally tonal,
based on major or minor scales, using an equal temperament tuning, in an
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easy-to-recognize meter, with straightforward rhythms, fairly strict rules on
harmony and counterpoint, and not much improvisation. This is, of course,
a huge generalization. Twentieth century art music, in particular, was very
interested in breaking down or even rejecting these rules. But because they
are flexible enough to allow plenty of interesting but easy-to-grasp music,
the rules are still widely used, particularly in popular music. In fact, the use
of these traditional rules for Western music is now so widespread that it is
sometimes called common practice. They are what makes Western music
sound familiar and easy to understand.

Non-Western music is any music that grew out of a different culture or
musical tradition than the European. For someone who grew up listening to
Western music, Non-Western music will have a recognizably exotic sound.
This comes from the use of different tuning systems, different scales,
different vocal styles and performance practices, and different approaches
to melody and harmony.

Note: You may find the terms "Western" and "Non-Western" to be too
Eurocentric, but they are very well entrenched, so you'll need to know what
they mean. If you want to avoid using the terms yourself, you can be more
specific. You can speak, for example, of European classical or the
European-American folk tradition, as opposed to Indian Classical,
Japanese folk, or African-American musics.

Jazz, Blues, and World Music

Much of the music that is popular today cannot really be classified as
completely Western or Non-Western. Since colonial times, when European
cultures came into contact with many Non-Western cultures, musicians on
all sides have been experimenting with music that is a blend of "the best of
both worlds." Many musical styles have been invented that mix Western
and Non-Western traditions. Perhaps the oldest and most widely popular of
these styles are the ones that join European and African musical traditions.
These include various Latin (from Central and South America, some of
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which also include Native American influences) and Caribbean traditions,
and from North America, many different kinds of jazz and blues. Most
American popular musics also grew out of this blending of traditions.

But the process of inventing new ways of fusing Western and Non-Western
music continues today in countries all over the world. The term World
Music is often used as a catch-all category referring to almost any music
with widespread popularity that clearly does not sound like North American
popular music. This includes older blended traditions such as rumba and
samba, newer but well-established blended genres such as reggae and
Afrobeat, and groups with unique experimental sounds borrowing from
more than one tradition. Folk and traditional music from around the world
is also sometimes included, but the most popular genres in this category
tend to be those, such as Flamenco, Hungarian folk, and Celtic music, that
are easy for Western-trained ears to understand. African-American
traditions are so basic to popular music that they are generally not included
in World music, but other North American traditions, such as Native
American and Cajun traditions, sometimes are.

Tonal, Atonal, and Modal Music

As mentioned above, Western music has not remained static through the
centuries, either. It has changed and evolved as composers experimented
with new sounds, ideas, and even new or evolving instruments.

Medieval European music, like many Non-Western traditions, was modal.
This means that a piece of music was not in a particular key based on a
major or minor scale. Instead, it was in a particular mode. A mode may
look very much like a scale, since it lists the notes that are "allowed" in the
piece of music and defines the tonic of the music. But a mode is usually
also a collection of melodies, melodic phrases, or patterns that are found in
that mode and not others (since the various modes are more different from
each other than the various scales). Modes also may imply or suggest
specific moods or they may be meant to have particular effects on the
character of the listener.
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Different keys may also evoke different moods, but the main purpose of a
key is to define the chords and harmonic progressions that will be expected
from a piece of music. From the Renaissance to the present day, most
Western music has tended to be tonal. Tonal music is music in which the
progression of the melody and harmony gives the strong feeling that the
piece has a note and chord that are its "home base", so to speak (the tonic of
the key). Think of a very familiar tune, perhaps "Row, Row, Row your
Boat" or "Happy Birthday to You". Imagine how frustrating it would be to
end that tune without singing the last note or playing the final chord. If you
did this, most people would be so dissatisfied that they might supply that
last note for you. That note is the tonal center of the tune, and without it,
there is a feeling that the song has not reached its proper resting place. In
tonal music, just about any melody is allowed, as long as it fits into the
harmonies as they wander away from and then head back to their home
base. Most Western tonal music is based on major and minor scales, both of
which easily give that strongly tonal feeling. Some other scales, such as
blues scales, also work well within a tonal framework, but others, such as
whole-tone scales, do not.

Most of the Western music that is popular today is tonal, but around the
beginning of the twentieth century, composers of "Classical" or Art music
(see below) began experimenting with methods of composing atonal music.
"Atonal" literally means "not tonal". As the name implies, atonal music
treats all notes and harmonies as equal and in fact tries to avoid melodies
and harmonies that will make the piece sound tonal. One type of atonal
music is twelve-tone music, which seeks to use each of the notes of the
chromatic scale equally. Other pieces may even dispense with the idea that
music has to consist of notes; compositions may be collections of sounds
and silences. Since the music is not organized by the familiar rules of
Western music, many people have trouble appreciating atonal music
without some help or study.

Music can be more or less tonal without becoming completely atonal,
however. Music that does not stray at all from its key is called diatonic.
Many Western children's songs, folk songs, and pop songs are in this
category. But composers often add some notes or even whole sections of
music that are from a different key, to make the music a little more complex
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and interesting. Music that goes even further, and freely uses all the notes of
the chromatic scale, but still manages to have a tonal "home", is called
chromatic. Music that has more than one tonal center at the same time
(Ives was particularly fond of this composition technique) is called
polytonal.

Classical and Art Music

Popular music is, by definition, music that appeals to many people. You
don't have to know anything about music to like a pop tune - it's "catchy".
Art music is a catch-all term for any music that is enjoyed by a smaller
crowd. This can include the more challenging types of jazz and rock music,
as well as Classical. Most people agree that the appreciation of art music
requires some study, careful listening, or other extra effort. But it can be
harder to agree on what exactly belongs in this category. This is at least
partly because popular tastes do change. For example, most operas were
written to be popular, middle-class entertainments, and artists such as Liszt
and Paganini enjoyed rock-star-like fame and popularity in their day. Today,
however, nineteenth century operas are no longer considered popular
entertainment, and popular works that could technically be considered
opera - except for the fact that they are written in popular musical styles -
are instead grouped with musicals. As another example, ragtime was wildly
popular during Scott Joplin's lifetime. It later fell out of favor and was
known only to some jazz connoisseurs. Then in the 1970's it became
popular again.

Classical music is a confusing term with more than one meaning. In the
visual arts, the term classical refers to ancient Greece and Rome. In the
1700's, Western Europeans became very interested in the ancient classical
style, which was imitated by many artists, sculptors, and architects. Art
historians call that period the neoclassical ("new classical™). Unfortunately,
nobody really knows what the music of ancient times sounded like. So
instead of being influenced by the sound of ancient Greek music,
eighteenth-century composers were influenced by the ideals of classical art.
The music of Mozart, Haydn, and the early works of Beethoven are in this
style, which we call classical rather than neoclassical, because the original
classical music of ancient Greece and Rome is lost. (And actually, it
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probably would sound very exotic and Non-Western to us if we could listen
to it!)

So the original classical music comes from one fairly short era. The other
great composers of Western music lived during other periods: Bach and
Handel were Baroque era composers, for example; Brahms and Wagner,
Romantic; and Ravel and Debussy, Impressionist. But most people do not
know which music is from which period. So all of the music of the great
Western composers of the past (as well as modern art music that is part of
the same tradition) is lumped together and called classical. The art music of
other cultures is also often called classical; for example, people speak of the
classical music of India.

Folk and Popular music

The terms "folk music" and "pop music" also have more than one meaning.
The folk music of a culture is the music that is passed down from one
generation to the next, often without writing it down. It includes many
different kinds of music: lullabies and children's singing games, tunes that
everyone enjoys singing together or dancing to, songs for celebrations,
ceremonies, and holidays. Folk music can gradually change as it gets passed
along. Usually nobody remembers who originally wrote it, or who changed
it, and there may be more than one version of any particular folk song.
Since ancient times, folk music has been the music of ordinary people, not
the ruling class or professional musicians. In every culture, children learned
and remembered the music that everyone enjoyed the most, and the music
that was important to their traditions.

The modern recording industry has changed things, though. In many
cultures, pop music has largely replaced folk music as the music that
everyone knows. Unlike folk music, it has usually been written recently and
belongs to professional musicians, and new popular tunes quickly replace
old ones. Even the types of music that are considered popular can change
quickly. The term pop music can refer to a specific kind of popular music,
as in "bubblegum pop". Popular music is also a general term for any type
of music that is or has been a top seller. This includes most types of rock
music and some kinds of jazz.
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As the rise of recording pushed aside traditional music, some musicians
made a point of recording traditional folk songs, so they would not be lost
altogether. Some also wrote new songs in a "folk" style that enjoyed some
popularity, particularly in the 1960's. Although these modern tunes do not
fit the traditional definition, they are also called folk music.

Suggestions for Listening and Further Study

It can be difficult to follow a discussion of music without hearing some
examples. If you would like to hear some music in the categories above, or
you are planning to present this lesson to a class, here are some easy-to-find
suggestions. Some categories also include suggestions for where to start if
you want more information.

Tonal, Atonal, and Modal Music

e To hear tonal music, turn on the radio and listen to just about any
station, unless your Classical station is playing twentieth century
music.

e In the modal music category, medieval chant and the classical music of
India are easiest to find.

e Even in the category of twentieth century music, the shelves tend to be
stocked with the work of composers who stayed with some sort of
tonality (Ralph Vaughan Williams, George Gershwin, and Aaron
Copland, for example). For atonality look for John Cage, Arnold
Schoenberg, Anton Webern, or Edgard Varese.

Western Classical

e From the actual classical period: listen to anything by Mozart or
Haydn, or Beethoven's early works.

e From other periods: listen to Bach or Vivaldi (Baroque), Brahms,
Schubert, Chopin, or Tchaikovsky, or Beethoven's later works



(Romantic), Ravel or Debussy (Impressionist), Stravinsky, Hindemith,
or Schoenberg (Modern).

* A History of Western Music by Donald Jay Grout is a scholarly source
of information.

e The Music Makers, edited by Clive Unger-Hamilton, is an easy-to-read
combination of history and reference book.

e Most standard music dictionaries and encyclopedias also focus almost
exclusively on Western Classical music.

e For children, there are many appropriate picture books and even videos
on the lives and music of the most famous composers. Also, look for
picture books that summarize the plot of a famous opera or ballet.

e Any standard music theory book or course will introduce the basics of
Western music.

Non-Western Classical

e The only easy-to-find items in this category are Indian Classical music,
for example the performances of Ravi Shankar.

e A web search for classical music from a particular country may turn up
some sound clips. At the time of this writing, for example, sound clips
could be found of Chinese Opera and Tunisian classical music.

Western Folk

e For the sound of traditional Western folk music, look for collections of
folk music from England or Australia, sea shanties, or American
cowboy songs. For young students, Wee Sing's "Fun 'n' Folk" and
"Sing-Alongs" book-and-tape sets are good sources.

e To hear modern folk-style music, listen to Joan Baez, John Denver,
Bob Dylan's protest music, Simon and Garfunkel, or Peter, Paul and
Mary.

e The Rough Guide series of books and recordings includes some that
examine modern folk artists. This would be a good place to start
learning more on the subject of modern folk music.
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Non-Western Folk

e If you live in a Western culture, it can be difficult to find recordings of
non-Western folk music, since most Western listeners do not have a
taste for it. For children, Wee Sing publishes an "Around the World"
book and tape with children's songs from all over.

e The Music for Little People catalogue also has some recordings that
introduce children to music from other cultures.

e For adults, Ellipsis Arts publishes traditional music from non-Western
cultures. Check your local library's recording section for music from
Africa or Asia, or for the music of native Americans or Australians.

e Some of the Rough Guide series focus on specific folk or traditional
musics.

Music that Combines Western and Non-Western Traditions

e For music that has been combining elements of both for long enough
to have developed its own traditions, listen to any jazz, blues, gospel,
Latin dance, or reggae. There are many books on these musics,
particularly on jazz and reggae. For a comprehensive audiovisual
overview of jazz, try Ken Burns' PBS documentary.

e Almost all popular music is heavily influenced by both African and
European traditions. Turn on the radio.

e To hear what is going on in modern Non-Western cultures as their
musicians are influenced by American and European pop, listen to
"World" music. The Rough Guide series is a good place to start
learning about this subject.



The Renassiance Period (1400-1600)

This module represents a discussion of the style of choral music in the
Renaissance period which is generally from 1400-1600. The attention of the
music to the text,, the contrapuntal choral line, the lack of meter as we
know it today, the increased use of harmony are aspects of this music. The
Renaissance produced both sacred and secular music with some of the most
interesting music written was in the motets and secular pieces where a
broader expansion of harmony occurred.

THE RENAISSANCE (1400-1600)

The choral music of the Renaissance is a valuable source for amateur high
school, university, and community choirs. Young voices are particularly
suited to this music. The characteristics normally associated with the
Renaissance are most aptly applied to the music written between 1400 and
1600, and particularly to that written between 1450 and 1550. Some of the
qualities of Baroque music are found before 1600, and characteristics of the
Renaissance are found much later than 1600. The dates of this period, as
with all periods, must be taken as only guidelines since stylistic changes
represent an evolvement, not abrupt changes. The Renaissance composers
were part of an intellectual community that began to be as concerned with
their life on earth as well as their life after death. Although the techniques
of composing to rigid formulas or predetermined patterns such as
isorhythm, formes fixes, and cantus firmi were changed and often
abandoned, there is still a great body of repertoire from the fifteenth and
sixteenth centuries that is based on a cantus firmus, for example. The
techniques of writing music from such a basis were greatly relaxed,
however, and marvelous examples of polyphony exist from the composers
of this period. Of course, many compositions were written completely free
of earlier material. The composers, reflecting the attitudes of the day, began
to consider themselves as artists, and viewed their music as something more
than serving a utilitarian function for the church. Continued freedom in
compositional techniques produced exceptional motets and secular pieces in
the sixteenth century.

Characteristics of Renaissance music include:



1. Polyphonic texture, equal voice lines

2. Use of fewer modes, and a move toward major and minor tonality
3. Melody influenced by plainsong

4. Conjunct melodic movement

5. Controlled dissonance

6. Text important to formal considerations

7. Nonmetered rhythms

8. Overlapping points of imitation

RHYTHM AND TEMPO

It is in the area of rhythmic flow that many performances of Renaissance
music are deficient. Since much of the music was unmetered, the barline
that appears in many modern editions can be misleading to conductors. A
metrical accent must not be placed on the first beat of the measure. Ideally,
the stress is determined by the text; the rhythmic flow is closely tied to the
text flow.

Renaissance music is horizontal in nature, and singers must be aware of the
importance of the linear qualities of the score. While one part may have
textual stresses at one time, another will have an altogether different stress.
It is difficult for amateurs, particularly young singers, to achieve the full
linear implications of the score. Often each part can be sung separately; the
stress determined and then placed with the other parts. Also effective is the
technique of rebarring each part to fit the text flow.

Since stress is determined more by text than by meter, a conductor, by
singing each part carefully, can determine the incidents of stress in each
phrase and mark them in the score. Sometimes editors will show note



groupings in scores and bar them together to aid singers in establishing a
musical flow that follows the stress of the text.

Conductors should also be aware that most pieces of the period marked 4/4
are usually best conducted in two, rather than in four. The rhythmical flow
is impeded considerably by the punchiness of four conducted beats to a
measure. Modern conducting patterns, particularly the four pattern, are not
easily adapted to Renaissance scores.

The tempo is also influenced by the text. Notational features affect the
tempo changes in the music, although these are usually not apparent in
modern editions, having been changed to modern notation by the editor.
Unless indicated, the tempo does not appreciably vary during a section of a
work. Syllabic sections may often be taken at a slightly faster tempo than
polyphonic sections. Although the music must not be taken so fast that the
inherent beauty of the polyphony is destroyed, conductors should guard
against a very slow tempo that impedes the linear flow.

Ritards should generally be avoided. A slowing down of the music was
achieved by "building it into the score." This was accomplished by
lengthening, often doubling, the note values. The conductor who dwells on
a cadence and distorts the tempo at that point is achieving a special effect at
the expense of the overall style of the music. The word restraint has long
been applied to Renaissance music, and its application is well deserved.

DYNAMICS

The dynamics should be moderate and in keeping with the mood of the text.
Since composers of the Renaissance did not use dynamic markings, any
markings in modern editions are those of the editor, not the composer.
Although overlapping lines do not lend themselves to a climax at any one
given point, the composers were not unaware of the intensity that could be
realized. Conductors must be responsive to the suggestions of the music,
but must also guard against any tendency toward excessive dynamics.



TEXTURE

Although Renaissance music is horizontal, the composers were becoming
aware of the harmonic implications of their music. There was a concern for
harmonic beauty resulting from the combination of vocal lines. The clarity
of each moving part is of primary importance. In fact, the parts were written
down in part books, rather than in full scores as we use today. As discussed
below, clarity is best achieved with a tone that has little vibrato since
excessive vibrato will destroy the transparency and forward motion of the
line. Younger voices rarely have a problem attaining the desired quality
since they are usually naturally light.

The texture is a well-contained body of sound that has constantly moving
parts of quite equal importance. A subtle emphasis of dynamics or of the
beginning of a line will bring out desired points of importance.

Suspensions are vitally important to the texture of Renaissance music. The
suspended note must receive slightly more emphasis than its resolution. A
conductor should avoid telling a choir to accent this note. The suspended
note can be stressed with a slight growth in the tone.

Although long known as a great era of a cappella singing, instruments were
used frequently to augment the singers or to double the voice parts. The use
of instruments was left to the discretion of the performers. Present
conductors must make the same decision except that this decision is
hampered by a lack of knowledge of performance practice of the period. As
a general rule one can be freer in the use of instruments in secular music
than in sacred. The liturgy also prohibited use of instruments at certain
times during the church year.

The acoustics of the performing hall will also play a part not only in the
tempo of the work, but in the manner in which the polyphonic motet, for
instance, should be performed. A very live hall will necessitate a very
cautious control of dynamics and of tone. The most subtle shading, already
being carefully managed, will be magnified under extremely live acoustical
conditions. A slightly slower tempo may often be used to avoid a blurring
of the points of imitation and cadences. A very dead, or dry hall, on the



other hand, will require some increases in volume to compensate for the
lack of reverberation, and often a slightly faster tempo.

TONE QUALITY

The nature of music of the Renaissance, specifically the polyphony,
requires a tone quality with a minimal amount of vibrato and one that is
well focused. Excessive vibrato creates a tone quality that prevents the
polyphony from being clear. Again, authenticity is not completely possible
and probably not completely desirable, if it were possible. We are different
people in a different time with different tonal expectations. It is not
necessary to completely remove the vibrato from the tone to successfully
perform Renaissance music. It is necessary to be certain that the tone is well
focused and that the vibrato is minimal with considerable attention to the
melodic qualities and independence of each part.

We cannot be certain of the tone quality of singers during the Renaissance.
We know that women did not sing the soprano and alto parts, and that the
boy's voice was smaller, not as rich, and probably had less vibrato than a
woman's voice. Indications from a variety of sources are that vibrato was
not the tonal ideal of the period. We also know that the churches and
cathedrals had an effect on the tone, and that our performing halls differ so
greatly around the country that comparisons are impossible.

To create, or attempt to create, an "authentic" performance of this music is
obviously impossible. Conductors will be successful by being faithful to the
import of the score, by allowing the polyphony to be clear, unhampered,
with attention to each independent vocal line.

RENAISSANCE COMPOSERS
John Dunstable (c. 1385-1453)

Gilles Binchois (c. 1400-1460)



Guillaume Dufay (c. 1400-1474)

Johannes Okeghem (c. 1420-1495)

Jacob Obrecht (c. 1453-1505)

Heinrich Isaac (c. 1450-1517)

Josquin Des Prez (c. 1450-1521)

Jean Mouton (c. 1470-1522)

Thomas Tallis (c. 1505-1585)

Jacob Arcadelt (c. 1510-1567)

Andrea Gabrieli (c. 1510-1586)

G. P. Palestrina (c. 1525-1594)

Richard Farrant (c. 1530-1580)

Orlando di Lasso (Roland de Lassus) (c. 1532-1594)
William Byrd (c. 1543-1623)

Tomas Luis de Victoria (c. 1549-1611)
Jacobus Gallus (Jacob Handl) (c. 1550-1611)
Orazio Vecchi (c. 1550-1605)

Luca Merenzio (c. 1553-1599)

Thomas Morley (c. 1557-1603)

Carlo Gesualdo (c. 1560-1613)

John Dowland (c. 1562-1626)



Hans Leo Hassler (c. 1564-1612)
John Wilbye (c. 1574-1638)
Thomas Weelkes (c. 1575-1638)

Orlando Gibbons (c. 1583-1625)

SUGGESTED WORKS FOR STUDY

O Vos Omnes, Esquivel (G. Schirmer 11231)

Domine Exaudi Deus Orationem, di Lasso (G. Schirmer 11422)
Magnificat in Primi Toni, Palestrina (Lawson-Gould)

O Magnum Mysterium, Victoria (G. Schirmer 7626)

O Quam Gloriosum, Victoria (G. Schirmer 13448)

Call to Remembrance, Farrant (Bourne ES 17)

Ave Maria, Mouton (Mercury Music DCS-40)

Jubilate Deo, di Lasso (Boosey and Hawkes 5490)

Tu Pauperum Refugium, Josquin (G. Schirmer 9565)



The Baroque Period (1600-1750)

This module represents information and suggestions regarding the
performance of music from the Baroque period, usually defined as 1600-
1750. The pulsating rhythm, soprano-bass polarity, harmonic drive, and the
Doctrine of Affections are illustrative of the music of this period. An
explanation of several rhythmic devices is given as well as suggestions
regarding choral performance. A sample list of composers and of choral
compositions of the period is provided.

THE BAROQUE PERIOD (1600-1750)

The Baroque period was anticipated before 1600, although that date
remains as a convenient marker for the start of the period. It is a period of
dramatic expression, of a vigorous, highly ornamented art. An era of
absolute monarchies, each court had its own group of musicians, both vocal
and instrumental.

The Doctrine of Affections of the Baroque relates to the portrayal of
emotions through music. A recognized musical vocabulary expressed
certain emotions. Within this overall context, composers used musical
techniques to vividly describe the meaning of the words. Rising passages
are found at words such as "resurrection," "heaven," etc. Descending
passages were used for such phrases as "to the depths" and "descended into
hell."

It was also a period of scientific discovery and reasoning. New findings in
the sciences were vitally important to knowledge on the continent.
Although we are usually concerned with Baroque music of the continent, it
was during this period that the settlement of the New World began.

Rhythmic energy, coupled with a strong melodic thrust, makes
performances of Baroque music appealing and satisfying to musicians, both
amateur and professional.

Characteristics of Baroque choral music include:

1. Vertical structure rather than linear



2. Major-minor tonality established

3. Figured bass

4. Outer voice polarity—soprano melody over a figured bass
5. New counterpoint—subordinate to the harmony

6. Concertato style important

7. Terraced dynamics

8. Instruments influenced texture

9. Form determined by musical considerations

10. Doctrine of Affections

11. Virtuosity and improvisation are important elements
12. Steady pulsating rhythm—-barlines introduced

Although 1600 is generally acknowledged as the beginning of the Baroque
period, Renaissance characteristics are found long after that. The two styles,
stile antico and stile moderno existed side by side, particularly in the early
Baroque. Composers often wrote in both styles; consequently, a conductor
must look beyond the name and dates of a composer to determine the style
of the music.

RHYTHM AND TEMPO

Music became metered during the Baroque period and the barline was used
with regularity. A certain rhythmic drive is found in repertoire of this
period. A crisp, very clean articulation is necessary to bring about a
successful performance of much of the music.



There are several rhythmic practices that are generally considered as correct
interpretations of Baroque music. One is the technique of extending the
duration of dotted notes, shortening the duration of the note that follows.
This is more true of the French style.

L

will be performed as

L3

The double dotting of the note will create the effect of a very short rest
between it and the next note. When such a passage occurs at the same time
as a triplet figure in another part, the dotted rhythm should be changed to
conform to the triplet figure, as follows:

S

.

There are, however, occurrences in which the two figures should be played
as written. The reader should refer to Dart's The Interpretation of Music and
to Donington's The Interpretation of Early Music (both listed in the
bibliography) for detailed information.

A rhythmic device often encountered in Baroque (and Classic) scores is the
hemiola. It also is an often used twentieth-century composer's device that
has its roots in early music but is frequently found in Baroque choral music.
It is the sense of three replacing two. For example,

d.d.
becomes

ddd



or
JJJ|dJd

becomes

ddldd

The latter example is often found and it will be unmarked. That is, no
change in meter will be indicated. Conductors will identify the hemiola by
the tied notes across the barline. Hemiola will generally be conducted in
three to accurately reflect the rhythmic change.

As with Renaissance music, tempos of Baroque works should also be
moderate. Extremely fast or slow tempos should be avoided. The rhythm is
motorlike, constantly pulsing, and very steady. Broad rallentandos are
anachronistic. The terms allegro, presto, vivace, etc., were used to indicate
the character of the music more than a specific tempo. Occasionally the
term largo is found at the last phrase of a work. This should generally be
interpreted as being twice as slow as the previous tempo. Its use in this case
is a means of emphasis at the final cadence. Composers also "built in" such
changes of tempo by using notes of greater duration. The conductor does
not need to apply a ritard to these passages since its effect already exists in
the notation. An added ritard will increase the tempo change and distort the
composer's intention.

The underlying constant pulsation, a vital part of Baroque music, must be
maintained, keeping in mind that the melodic line should not be punched,
but performed with lyric ease. The Pergolesi MAGNIFICAT (attributed,
actual composer now acknowledged to be Durante), published by Walton
Music Corporation, is an example of this type of writing. The melodic line
is lyric and rides on top of the motorlike eighth notes in the
accompaniment. Accompanying instruments should be played in a slightly
detached manner, which in addition to contributing to the style, prevents the
performers from rushing the tempo.



TEXTURE

The independent line of polyphony gave way to the concept of a single
melodic line supported by chords. This change coincided with an
evolvement of the major and minor system rather than the modal system of
the Renaissance. The modes continued to be used for some time but the
major and minor harmonic structure became more and more important.
Although polyphony was rejected by many composers in the early Baroque,
it emerged as a new counterpoint, more dependent on the harmonic
movement.

Accompanied and unaccompanied singing were both acceptable in the
Baroque. Instruments were used when desired or where practical, but a cap-
pella performances were equally acceptable. There are instances of
composers writing a choral work with a figured bass, and also copying the
work for a choral collection with only the choral parts given, leaving out an
indication for accompaniment. When instrumental parts do not exist for a
given work, one should not automatically assume that instruments were not
used. Instruments may have doubled the voice parts, a part may have been
improvised, or the parts may have simply been lost. For instance, there are
numerous examples where instrumental parts have been discovered for
works that were previously considered to a cappella, including Bach motets.

Modern instruments are constructed differently than those of the Baroque
period; consequently, the tone of our present instruments is considerably
different. In addition to the quality of sound, the balance of instruments and
voices must be adjusted. A Baroque composer may have indicated a desire
for sixteen voices and an equal number of instruments and would have been
assured of an appropriate balance between the two groups. A conductor
today that substitutes modern instruments and maintains the same number
indicated above may find he has an inadequate number of voices. Even the
most basic continuo part on a modern harpsichord and cello is noticeably
different from that of an authentic harpsichord and gamba.

The soprano-bass polarity is important to the texture of music of this period.
The soprano melody is supported by a strong bass line with many root
movements. This can be demonstrated to a choir by having only these two
parts sing. The strength of these parts will be apparent to the entire choir.



Variety was achieved by terraced dynamics, alternating instruments and
voices, or by different combinations of voices and instruments. Dynamics
changed at new sections and were usually constant during each section.
Dynamic levels were moderate, staying between piano and forte. Excessive
dynamics should generally be avoided.

TONE QUALITY

Although a wider range of emotions is possible, and a warmer tone quality
employed in Baroque music, singers must again be cautioned against a wide
vibrato. A wide vibrato will impede the rhythmic drive and directness of the
music.

Tone painting, passages that depict the meaning of the text, can be
emphasized without removing them from the musical flow. One may color
the voice to match the desired quality of the music, which in turn was
written to depict the meaning of the words.

COMPOSERS OF THE BAROQUE PERIOD

Giovanni Gabrieli (c. 1557-1612) JacopoPeri (1561-1633) Claudio
Monteverdi (1567-1643) Michael Praetorius (c. 1571-1621) Heinrich
Schutz (1585-1672) Johann Schein (1586-1630) Samuel Scheidt (1587-
1684) Giacomo Carissimi (1605-1674) Jean-Baptiste Lully (1632-1687)
Dietrich Buxtehude (c. 1637-1705) Johann Pachelbel (1653-1707)
Giuseppe Pitoni (1657-1743) Henry Purcell (1659-1695) Alessandro
Scarlatti (1659-1725) Antonio Lotti (1667-1740) Antonio Vivaldi (c. 1678-
1741) Johann Sebastian Bach (1685-1750 Domenico Scarlatti (1685-1757)
George Friedrich Handel (1685-1759) Giovanni Pergolesi (1710-1736)

SUGGESTED WORKS FOR STUDY



Maghnificat, Pergolesi, now attributed to Durante (Walton) Cantata, no. 142
(For Us a Child Is Born), Bach (Galaxy) Magnificat, Charpentier
(Concordia, #97-6343) Nun Danket Alle Gott, Pachelbel (Robert King
Music Co. #604)



The Classic Period (1750-1820)

This module represents a discussion of the music during what is referred to
as the Classic Period in music. It is the period of Haydn and Mozart (and
others.) Comments are made regarding tempo, rhythm, tone quality,
dynamics and other aspects of performing music of this period.

THE CLASSIC PERIOD (1750-1820)

Music in the Classic period existed under the patronage of the aristocracy.
Some composers, Haydn for example, flourished under this arrangement
while others, such as Mozart, did not. The development of the orchestra,
sonata-allegro form, and the symphony meant increased importance for
instrumental music. The symphony, piano sonata, and the opera took
precedence over choral music during this period. Some of the most
important choral music were the masses written for the Catholic church.

When we speak of the music of this period, we refer mainly to that of the
Viennese school—Haydn, Mozart, Beethoven, and their contemporaries.
Elements of the stile galant, Empfmdsamer stil, Enlightenment, and Sturm
und Drang are synthesized in their music. The music was formal, objective,
and exquisitely balanced. The sacred music of the Viennese school was
influenced by the opera and symphony.

Characteristics of Classic music include:
1. Importance of formal structure

2. Instrumental forces enlarged

3. Dynamic levels increased

4. Ornamentation restricted

5. Universal tonal language

6. Clarity and balance typify the music

7. Vertical structure—Ilittle counterpoint



RHYTHM AND TEMPO

Although the music of the Classic period is refined, there are certainly
moments of real power. Conductors must be careful not to allow heavy
metrical accents that will destroy the style. At the same time conductors
must be cautioned against performances that lack virility. The crisp rhythm
should prompt the performers to respond with a crisp, clear articulation. A
light beat and restrained gestures are appropriate when conducting much of
the music.

In this period composers marked their scores with more specific tempo
indications than preceding composers. The terms allegro, adagio, etc.,
referred to tempo and not just to the character of the music. Tempos are
moderate and extremes are to be avoided.

Classic composers employed tempo rubato, but with greater restraint than it
is later used. Basically, a strict tempo should be followed with tempo rubato
carefully applied where the text seems to demand its use. Accelerando and
rallentando are also used in music of the period, particularly in the last part
of the period. Again, reserve and restraint must be applied to their use.

TEXTURE

The Classic period was one of clarity and stability. Where the Baroque
texture had been weighty, the Classic is lighter. Although contrapuntalism is
found occasionally (especially in the masses), most of the music is vertical
in structure with the inner parts receiving more attention than in the
Baroque. Melody is important, and is supported by the entire harmonic
structure, rather than by a strong bass line.

Formal structure became a primary concern, and ornamentation, while still
prominent, was more restrictive. Composers were reluctant to rely on the
performers for accurate interpretations, and more instructions to the
performer were included in the music.



DYNAMICS

Terraced dynamics gave way to crescendos and decrescendos. Contrast in
dynamics is vital to the music but the dynamic range does not reach the
extremes of the Romantic period. The crescendos and decrescendos
generally mean to increase or decrease the dynamic level one point (Mp to
Mf'or Mf to Mp). More extreme crescendos and decrescendos are the
exception rather than the rule. Greater contrasts are indicated by dynamic
level markings rather than through crescendos or decrescendos. These
dynamic shadings were enlarged as a transition was made into the Romantic
period.

Special attention must be called to the practice of contrasting successive
identical phrases. When the first is forte, the repetition is usually piano. The
reverse is also true.

TONE QUALITY

The comments regarding tone quality in the Baroque generally also apply to
the Classic period. Restraint regarding the use of vibrato is still urged. To
imply however, that the music of either the Baroque or Classic period is
without expression is not intended and not true. Great expression is
certainly a part of good performances of music of both periods. One should
not hesitate to highlight very expressive moments but, at the same time, not
remove them from the proportionate place in the whole of the music. A
well-focused tone will be very successful in the performance of music of
the Classic period and will help to provide great clarity and firm intonation.

COMPOSERS OF THE CLASSIC PERIOD

Christoph Willibald Gluck (1714-1787) Franz Joseph Haydn (1732-1809)
Michael Haydn (1737-1806) William Billings (1746-1800) Wolfgang
Amadeus Mozart (1756-1791) Luigi Cherubini (1760-1842) Ludwig van
Beethoven (1770-1827)



SUGGESTED WORKS FOR STUDY

Missa Brevis in F, Mozart (G. Schirmer) Lord Nelson Mass, Haydn (C, F.
Peters) David's Lamentation, Billings (Walton Music Corp.) Mount of
Olives, Beethoven (G. Schirmer)



The Romantic Period (1820-1900)

This module represents a discussion of the music of the Romantic Period.
The qualities of the music are discussed and composers and several
representative choral works are given.

THE ROMANTIC PERIOD (1820-1900)

Heralded by the French Revolution, the Romantic period was one of
subjectivity. The artist, no longer supported by the aristocracy, enjoyed the
role of a castoff, meagerly existing in a garret as a rebel against society. The
music is intensely emotional, deriving its strength from massive forces and
vivid orchestration.

Choral music takes a back seat to the symphony and opera. However, a
number of composers contributed great choral works to the repertoire, and
works for large chorus and orchestras rank among the finest works of the
century. A cappella repertoire is found in small amounts but several
composers, including Brahms and Bruckner, wrote beautiful and moving
unaccompanied settings. Again, dating the period is arbitrary. It extends
beyond 1900, well into the twentieth century. However, using the twentieth
century as a marking point for other contexts is valuable. Other
contemporary styles appeared about that time and are combined in various
ways. There a many musical examples of music we would label Romantic
being written at the end of the twentieth century and even into the twenty-
first century.

Characteristics of Romantic music include:

1. Less emphasis on form

2. More emphasis on texture and color (orchestration)

3. Subjectivity is important to both composers and performers
4. Chromaticism

5. Wide contrasts in dynamics and tempos



6. Composers explored the limits of the major-minor harmonic system
7. Program music became important

8. Almost completely vertical structure

RHYTHM AND TEMPO

One does not find the technique of changing meters used as it is used in the
twentieth century, but the effect of changing the meter without changing the
meter signature was achieved by displaced accents. Other methods of
syncopation and intricate rhythm problems were a part of the subjectivity of
the music.

Tempos ranged from extremely slow to extremely fast and were related to
the mood of the music. Where tempos had been moderate before, they were
excessive in the Romantic period. Fast tempos were very fast and slow
tempos were taken very slow. Abrupt changes of tempo were also found
often.

Tempo rubato was employed often and to the fullest possible extent. Every
opportunity to exploit the mood of the music was taken. Accelerando and
ral-lentando were also employed frequently and with greater abandon than
in previous periods.

TEXTURE

The harmonic possibilities of tonality were explored by the Romantic
composers. As a result, more chromaticism and dissonance are found in the
music. Late in the century cadences were obscured or avoided entirely. The
texture was a rich full one that employed every instrumental and vocal
possibility. The music is vertical and opportunities to color the vocal sound
should be taken to achieve the rich sonority demanded. Full, mature voices
are needed for the best performances of this repertoire. Without a



contrapuntal element, much of the choral music is static, relying on beauty
of tone for its success.

DYNAMICS

The dynamic scheme is the broadest yet, from pppp to ffff. Excessive
dynamics are employed in many instances. Sharp contrasts of dynamics are
also found often. The short, but far-reaching crescendo is commonplace (p
to f in a measure or less). The dynamic scheme of Romantic music allows
greater freedom for the conductor to achieve the greatest possible contrast
with an ensemble. The difficulty of such a freedom is that the proportion of
the dynamics is often lost. When does ff become fff? A judicious balance

must always be maintained dynamically, so the full impact of each level can
be felt and heard.

Romantic music is very expressive. Where the Classic composer's goal was
formal objectivity, the Romantic's was personal freedom of expression.
Tone color was most important to their compositional style, and is always
an important consideration to conductors.

COMPOSERS OF THE ROMANTIC PERIOD

Karl Maria von Weber (1786-1826) Gioacchino Rossini (1792-1868) Franz
Schubert (1797-1828) Hector Berlioz (1803-1869) M.I. Glinka (1804-1857)
Felix Mendelssohn (1809-1847) Robert Schumann (1810-1856) Franz Lizst
(1811-1886) Richard Wagner (1813-1883) Giuseppe Verdi (1813-1901)
Robert Franz(1815-1892) Charles F. Gounod (1818-1893) Cesar Franck
(1822-1890) Anton Bruckner (1824-1896) Johannes Brahms (1833-1897)
Camille Saint-Saens (1835-1921) Theodore Dubois (1837-1924) John
Stainer (1840-1901) Antonin Dvorak (1841-1904) Gabriel Faure (1845-
1924) Leos Janacek (1854-1928) Edward Elgar (1857-1934) Mikhail
Ippolitox-Ivanov (1859-1935) Hugo Wolf (1860-1903) Sergei
Rachmaninoff (1873-1943) Paul Tschesnokov (1877-1944)



SUGGESTED WORKS FOR STUDY

Create in Me, op. 29 no. 2, Brahms (G. Schirmer #7504) Liebeslieder
Walzer, op. 65, Brahms (Lawson-Gould) Salvation is Created, Tschesnokov
(J. Fischer #4129) He Watching over Israel, Mendelssohn (G. Schirmer)
Mass in E Minor, Bruckner (C. F. Peters) Requiem, Faure (G. Schirmer)
German Requiem, Brahms (C. F. Peters) Mass in G, Schubert (G. Schirmer)



The Twentieth Century And Early Twenty-First Century

This module represents a discussion of the music of the 20th century and of
the early 21st century. There are divergent compositional streams happening
concurrently. The conductor must learn to grasp the essence of the new
score, with its possible new notation and determine how best to present it to
the choir and teach it through rehearsals to performance. Suggestions are
made concerning all aspects of the music and several musical scores are
suggested for study.

THE TWENTIETH CENTURY

The divergent musical styles of the twentieth century and the early twenty-
first century include impressionism, neo-classicism, post-romanticism, pan-
diatonicism, twelve-tone, electronic, and aleatory (indeterminacy).
Composers at the end of the nineteenth century realized that Romanticism
had reached its peak and that new directions were necessary if music was to
continue to grow. The reader is referred to discussions of these various
styles in several books listed at the end of this chapter. This discussion is
directed toward the general performance considerations of twentieth-
century and contemporary music.

Characteristics of twentieth-century music include:
1. Numerous meter changes

2. Exploration beyond limits of tonality

3. Pointillism

4. Nonsinging vocal sounds

5. Acceptance of any sound source as valid

6. Composers renew interest in small ensembles

7. Complex scores

8. A new music notation



9. Aleatoric composition (performance is dependent on chance)
10. Increasing demands on the vocalist

11. Increased dissonance (the term dissonance becomes obsolete in the
discussion of new music after the middle of the century)

12. Growing number of choral works demanding limited staging
andlighting or similar effects

RHYTHM AND TEMPO

Use of rhythm in twentieth-century music is varied. Composers strive to
achieve a variety of rhythmic accents and groupings. Intricate rhythm
patterns are usual. Twentieth-century composers use rhythm as a means of
achieving tension. Many composers utilize changing meters to achieve
rhythmic variety and excitement. Choral composers often use this technique
in an attempt to create a musical inflection of the text. Constant meter
changes are not unusual. Each use must be examined individually; no one
solution can be applied to all occurrences. The conductor must determine
the simplest and most direct method of realizing the intention of the
Ccomposer.

Tempo is related to the musical style and mood of the text. Extremes in
tempo are frequently found. Tempo changes are often abrupt and require
skillful handling by the conductor. Composers mark their scores carefully
and use metronome markings to indicate the tempo they prefer. A conductor
should respect these markings and consider them as guidelines to their
performance tempos. Of course, he must also consider the performance hall
acoustics, ensemble size, and performers.

TEXTURE

Many and varied textures are demanded in twentieth-century choral music.
There has been an interest in chamber choirs by composers. This is both a



reaction against the gigantic forces used by the later nineteenth-century
composers, and a practical consideration utilizing smaller groups to perform
complex scores. Each score must be examined carefully regarding texture.
Impressionistic and post-romantic music usually involve a vertical structure
whose harmonic movement is fluid, with an emphasis on harmony and
beauty of tone. Twelve-tone scores are more horizontal and less emphasis is
placed on individual chords. Its dissonance demands a tone quality with a
minimal vibrato. Additionally, the singers must be thoroughly skilled in the
singing of intervals to learn and perform this repertoire.

Twentieth-century composers often utilize a number of textures and moods
within one work, changing both texture and mood often. Wide variations in
tone quality will be necessary to make these changes effective. Although
most of the choral music performed is only mildly dissonant, more avant-
garde music is finding its way into performance halls. Electronic music is
not really new, but music for prepared tape and chorus has only recently
been accepted by most choral conductors (and performed by only a modest
percentage of those).

Aleatoric (indeterminate or chance) pieces are performed by the more
adventurous conductor. Works that are considered avant-garde are likely to
require anything from a normal singing tone to whistling, whispering, and
other assorted vocal sounds.

More textural possibilities exist today than ever before. The choral
conductor may find music for chorus and many instrumental combinations
that substantially expand the texture. It is the conductor's responsibility to
understand the tonal and textural requirements of each work and to
determine whether or not his ensemble can meet these requirements. Not
every choir or conductor will be able to successfully meet the performance
requirements of each work.

DYNAMICS

The dynamic range is even wider than that of the Romantic period since it
now includes whispering, singing as loud as one can, and even yelling.



Sudden changes in dynamics are also more numerous than ever before.
Many works even require a dynamic scheme that changes on every count of
the measure for several measures. It is quite usual to find different dynamic
indications in different parts on the same passage. For example, the
composer may wish the tenors and sopranos to be prominent and will mark
them forte while the bass is marked mezzoforte and the alto, piano.
Although this type of dynamic scheme is not entirely new, it is used more
frequently by twentieth-century composers.

TONE QUALITY

Twentieth-century choral music requires many different tone qualities. Less
than other periods, no one choral tone will suffice. It can be said that a tone
with a minimal vibrato is often used because of the numerous occurrences
of small intervals and the overall dissonance of the music. It should be said
that a tone without vibrato should be used when specifically requested by
the composer. A tone without vibrato use sparingly and momentarily for
specific artistic and composer demanded instances is quite accaptable.
When a "straight tone" is used indiscriminately the choral tone becomes
lifeless and uninteresting. A vibrato in the singing voice is quite natural and
creates a buoyancy and virility in the tone otherwise absent.

Specific types of tone quality are occasionally requested by composers.
Conductors will find such requests as "with a full, rich tone," "sing with a
thin, white tone," or simply "senza vibrato" in scores. This is a result of a
composer wishing to achieve a certain sonority usually prompted by the
text.

SPECIAL REQUIREMENTS OF NEW MUSIC

Since the 1950s, composers have incorporated aleatoric aspects into their
compositions. Many works are published that combine traditional and non-
traditional notation. The problems that face the conductor of much new
music are:



1. Determining the meaning of the notation (when nontraditional)
2. Convincing the choir that the new sounds are valid musical choices

3. Achieving a thread of continuity through a work that utilizes several
twentieth-century techniques

Each new work must be thoroughly examined to understand the composer's
intent. This is true of all music, of course. Every new work may have its
own particular notation unlike any other piece, even another by the same
composer. New notation follows only such rules as the composer may apply
to a specific work. There is no standard, although a few notational features
are being used consistently by a number of composers to mean the same
thing. This use is approaching a standard and one will eventually be set.
Usually composers place an explanation of their notation in a foreword to
the score. Performance suggestions are likely to be included.

It is most important that the conductor have the complete confidence of his
choir in order to successfully perform aleatoric music. The conductor must
also accept the music as being valid and be willing to work as hard on that
music as he would on any traditional piece. The rehearsal planning will be
different but nonetheless important. (See chapter two for a discussion of
score analysis of aleatoric music.)

Music for prepared tape and choir has become plentiful recently and has
received a number of performances. As with all music, the quality of these
works varies and conductors must judge each work on its own merits.
Several works will no doubt become "standard" pieces in the choral
repertoire while others will be discarded. More of these works were
composed in the 1970', 1980s' and early 1990's than now, it seems at least
by the performances. However, there are composers experimenting with a
variety of electronic means, voices and other instruments.

Conductors should be cautioned about use of tape and voices together.
Unless a certain quality is specified by the composer, a full singing tone
should be employed. The tone should be vibrant, containing a minimal
amount of vibrato, and not be an attempt to mimic the electronic sounds.
The composer is aware of the natural qualities of the human voice and



wishes to capitalize on the difference between the voice and the taped
sounds. He does not expect one to sound like the other, except where

carefully specified.

Another important consideration is the quality of playback equipment. In
general, the quality of playback equipment has improved greatly, is more
diverse with excellent systems while the price has diminished.

CHORAL COMPOSERS OF THE TWENTIETH CENTURY

Claude Debussy (1862-1918)
Frederick Delius (1862-1934)

Ralph Vaughan Williams (1872-
1958)

Gustav von Hoist (1874-1934)
Charles Ives (1874-1954)
Martin Shaw (1875-1958)

Ernest Bloch (1880-1959)

Healey Willan (1880-1969)

Bela Bartok (1881-1945)

Gerald Finzi (1901-1956)

William Walton (1902-)

Louise Talma (1906-1996)

Paul Creston (1906-1986)
Normand Lockwood (1906-)
Hugo Distler (1908-1942)
Samuel Barber (1910-1981)

William Schuman (1910-
1992)

Benjamin Britten (1913-
1976)



Zoltan Kodaly (1882-1967)

Igor Stravinsky (1882-1971)

Heitor Villa-Lobos (1887-1959)

Ernst Toch (1887-1964)

Arthur Honegger (1892-1955)

Darius Milhaud (1892-1974)

Paul Hindemith (1895-1963)

Leo Sowerby (1895-1968)
Carl Orff (1895-1982)
Howard Hanson (1896-1981)
Virgil Thomson (1896-1989)

Roy Harris (1898-1979)

Francis Poulenc (1899-1963)

Carlos Chavez (1899-1978)

Randall Thompson (1899-1984)

Sven Lekberg (1899-1984)

Aaron Copland (1900-1990)

Norman Dello Joio (1913-)
Irving Fine (1914-1962)
Gail Kubik (1914-1984)

Vincent Persichetti (1915-
1987)

Leonard Bernstein (1918-
1990)

Paul Fetler (1920-)

William Bergsma (1921-
1994)

Lukas Foss (1922-)

Daniel Pinkham (1923-2006)
Leslie Bassett (1923-)
Emma Lou Diemer (1927-)
Alun Hodinott (1929-)

Kennet Leighton (1929-
1988)

Morten Lauridsen (1943-)
Keith Jarrett (1945-)
John Rutter (1945 —)

Libby Larsen (1950-)



Jean Berger (1901-2002) Eric Whitacre (1970-)

SUGGESTED WORKS FOR STUDY

Collect (with electronic tape), Bassett (World Library of Sacred Music)
Nine Choral Fragments (Aleatory), Childs (Keynote Music Co.) All the
Ways of a Man, Nystedt (Augsburg Pub. Hse.) Carols of Death, Schuman
(G. Schirmer) Rejoice in the Lamb, Britten (Boosey and Hawkes)
Christmas Cantata, Pinkham (Robert King Music Co.) Aleatory Psalm,
Lamb (World Library of Sacred Music) Magic! Magic! Magic!, Kubik
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